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PREFACE. 



This book presents the truth, and nothing but the truth, though not the whole 
truth, on the boundless subject of which it treats. 

It is designed for the use of beginners in the study, and its object is fully and 
clearly to explain such points as come under daily experience, while it discusses 
slightly gome Others which are less frequently exemplified in compoeition. 

Being addressed to beginners, its explanations are all dogmatical ; no argu- 
ments are advanced to justify any views of the subject which are set forth,^ 
since such a style of teaching would perplex the unpractised attention of a pupil, 
and ample vindication of all that is here stated is to be found in books fitted 
rather for studied musicians than for mere learners. The book contains nothing 
new in theory ; but it differs in arrangement from works that have already 
appeared, according as practice has led me to differ in teaching, from the course 
pursued in any of these works ; its chief pretensions are in the endeavour 
to state first principles distinctly, and to remove discrepancies between the 
laws of early theorists and the practice of modern composers. 

To facilitate reference, each chapter contains all that is said upon the 
branch of the subject therein treated ; though the course of study will render it 
necessary to pass to some later chapters before concluding earlier ones. "Thus, 
in the chapter on Intervals, it is not desirable to read of Intervals beyond 
the Octave, until the student have advanced to the chapter on Suspensions, in 
which the employment of the interval of the 9th h. firi^t noticed; — ^in the 
chapter pri Keys and Scales, it is not desirable to read of the Minor Key until 
the Student have written exercises of common chords in the Major Key ; or 
to read of the chromatic scale, until he have advanced to the treatment of 
chromatic chords ; &c. The order in which the book should first be read, is 
indicated in the Table of Contents, where the several divisions of the subject 
are progressively ranged according to the succession in wiich they should 
be studied. 

It is eminently desirable that the student should construct his own exercises ; 
however, for the sake of those to whom this is too difficult a task, and as 
models for those who are able to undertake it, a series of Progressive 
Exercises on every division of the subject is here furnished, which, like the 
Table of Contents^ indicates the order in which the several . divisions of the 
subject should be studied. 

June, 1860. 



Digitized by 



Google 



TABLE OF CONTENTS, 

INDICATING THE OBDER IN WHICH THE SEVERAL DIVISIONS OP THE 
SUBJECT SHOULD BE STUDIED. 



Pagb 
IhunNiTiOKs of terms not explained elsewhei'e 

' throughout the book » .. 4. 1 

Intervals " '. 3 

Intervab within the Octave 3 

Inversion of Intervals .. •• .. 4 

Keys and Scales .. 5 

Major Key and Scale .. 5 

Precession of Farts 8 

Melodic Progression 8 

Harmonic Progression — Concords 8 

Concords and their Inversions 13 

Common Chords in the Major Key 13 

Minor Key and Harmonic Minor Scale .« .. .. 6 

Common Chords in the Minor Key 15 

First Inversion of Concords in the Major Key .. 15 

First Inversion of Concords in the Minor Key .. 16 

Second Inversion of Common Chords 17 

Pedals .. 20 

Sequences 23 

Arbitrary Minor Scale .. 7 

Harmonic Progression — ^Discords 11 

Passing Notes .. .. <• 24 

Passing Notes m the Strict or Diatonic Style .• 25 

Passing Notes in the Free or Chromatic Style •• 27 

Intervals beyond the Octave •• ., •• 5 

Suspensions .» •* •• • .» 29 

Double Suspensions .. ^» .• .. 33 

Suspension of Complete Chords 34 

Chords of the Dissonant 5th « 34 

Chords of the 7th *. •. 36 

The Dominant 7th 37 

Chromatic Scale ••. 7 

Chromatic Concords in the Minor Key ..•••• 18 

False Eolation 12 

Chromatic Concords m the Major Key 19 

' Chords of the 9th 41 

The Supertonic 7th 39 

TheTonic 7th .. .. 40 



Pag* 

The Dominant Minor 9th .^ 43 

The Dominant Minor 9th resolved on the root of 

the same chord • 43 

The Dominant Minor 9th resolved on the 3rd of 

the same chord .» 44 

The Dominant Minor 9th resolved on a chord 

derived from another root .» ., 44 

The Dominant Major 9th •• .. .. •• .. •• .• 45 
The Dominant Major 9th resolved on the root of 

the same chord 45 

The Dominant Major 9th resolved on the 3rd of 

the same chord 45 

The Dominant Major 9th resolved on a chord 

derived from another root 45 

The Supertonic Minor 9th 46 

The Supertonic Major 9th 46 

The Tonic Minor 9th 47 

The Tonic Major 9th 48 

Chord of the 11th .. 48 

11th resolved on the 3rd of the same chord .... 49 

1 1th resolved on the 5 th of the same chord .. .. 50 

11th resolved on a chord derived from another root 51 

Chords of the 13th 52 

The Dominant Minor 13th 52 

The Dominant Minor 13th resolved on the 5th of 

the same chord 52 

The Dominant Minor 13th resolved on the 7th of 

the same chord 53 

The Dominant Minor 13th resolved on a chord 

derived from another root .. « 53 

The Dominant Major 13th 55 

The Supertonic Minor 13th « * .. ., .. 55 

The Tonic Minor 13th .. ,. 56 

The Tonic Major 13th , ,. 56 

Chords of the Augmented 6th .. 57 

Modulation .» ' 60 

Inverted Pedals 22 

Pbogbbssive Exeboises ; •» 66 

Exceptional Progression .. 12 



Digitized by 



Google 



RUDIMENTS OF HARMONY. 



DEFINITIONS. 



Section 1. Melody. Notes in succession.* 

2. Harmony. Notes in combination. 

3. Counterpoint. A melody that accompanies another melody. Counterpoint is simple, 
when the several melodies proceed note against note with each other ; it is florid, when one 
pielody proceeds in shorter notes than the other, and the independence of the two is thus 
more cleariy marked ; it is double, when the two melodies may change their relative 
position, the higher being placed below the lower, or the lower above the higher. 

4. Score. The several parts of the harmony, each on a separate staff, ranged one above 
the other on the same page. 

5. B(iS8. The lowest note in any harmonic combination, however high or however low 
the entire combination may be. 

6. Chord. Two or more notes sounded together. 

7. Root. The note from which a chord is derived, and after which such chord is named, l^ 

8. Triad! A bass with its 3rd and 5th, whatever the qualities of these intervals : whether 
the 3rd be major or minor ; whether the 5th be perfect, augmented, or diminished. 

I y 9. Arpeggio. The notes of a chord sounded successively by a single part, instead of 
sounded together by several parts. 

10. Modulation. Passing from one key to another. 

11. Diatonic. Consisting of notes according to the signature of the key. The leading- 
note of the minor key, though indicated by an accidental sharp or natural, is diatonic ; so 
also are the major 6th and minor 7th of the arbitrary minor scale. When modulation 
occurs, the accidentals that denote the change of key are to be regarded &s belonging to the 
signature of the new key, and thus are diatonic in the key to which the modulation 
is made. 

12. Chromatic. Consisting of notes indicated by accidentals, which induce no modulation. 
A note or a chord either belongs to the key of the passage that precedes it, or to the key of 
the passage that succeeds it ; if that which precedes and that which succeeds it be both in 
the same key, this note or chord, though foreign to the signature, induces no modulation, 
and is, iherefore, chromatic. 

13. JEnharmonio. Consisting of intervals smaller than seQiitones. On keyed instruments 
the distinction between two notes of the same sound, but with different names (as C sharp 
and D flat, E sharp and F), is enharmonic. 

// 

• This is the broadest technical definition of the term. Conventionally, "a melody** signifies the same as 
" a tune," andthis is bound by the laws of rhythm and other conditions, which, more or less, equally affect 
harmonic as they do melodic progressions. The poetical acceptation of the words melody, harmony^ concord, and 
discord^ is not to be regarded in their technical employment. 

B 
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14. Ctmcord, A chord that is satisfactory in itself, and may be approached and qnitted 
without consideration of what chord precedes or follows it. 

15. Discord. A chord that must be always followed by some one chord, to some one 
note of which the note that creates the discord must proceed. 

16. Preparation. Anticipating the dissonant note by preyiously sounding it in the same 
V^part in which it is to form the discord. 

^ 17. Besolvtion. The progression of a discord to the chord which is obliged to follow it, 
and of the dissonant note to the note in such chord to which it is obliged to proceed. 

18. Diatonic Discords are formed of notes of the diatonic scale artificially combined ; 
they are common to all the notes of the key. AU of these discords, except passing notes, 
must be prepared, and have one fixed resolution. 

19. Fundamental Discords are formed of the notes generated according to the natural 
system of harmonics ; they are all derived from the dominant, tifcie supertonic, and the tonic. 
Those belonging to the last two roots are all chromatic ; those belonging to the first root are 
some chromatic and some diatonic: they require no preparation, and have various 
resolutions. 

^^V 20. Chsey or Cadence. The completion of a phrase or rhythmical period. A fall close, or 
perfect cadence, is when a phrase terminates with the common chord of the key-note, 
preceded by the harmony of the dominant. A half close is when a phrase terminates on 
the harmony of the dominant An interrupted close is when the course of the passage 
leads to a full close, but breaks away from fliis ;— the conventional form of interrupted 
close is when a phrase terminates with the common chord of the submediant, preceded by 
the dominant harmony. Other cadences are in less frequent use, which are not defined by 
special names. 

21. The Ancient, /Strict^ or Diatonic Style of Harmony, admits of diatonic notes only, 
subjects every note of the scale to the same laws,* allows the 4th to the bass to be employed 
in no way but as a discord^ admits of no unprepared discords except passing notes, and 
allows not passing notes to be approached by leap. 

22. The Modem, Free, or Ghromatic Style of Edrmmy, admits of chromatic as well as 
diatonic notes, admits of exceptional treatment of certain notes, allows the 4th to the bass 
to be employed as a concord, admits of fundamental discords, and allows passing notes 
to be appix)ached by leap. ' . 

. ,,4 

* This may appear oontradictory to the prohibition of the employment of the triads on the drd and 7th of 
the key, and other mles in Chapter IV. It is beyond the purpose and the limits of the present book to remove 
such appearance of contradiction ; but, were there space for ai^ument, the rules referred to might be adduced 
to prove the definition of the strict style to which they may seem to be opposed. 
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INTBBVALS. 



CHAPTER I. 

INTERVALS. 

Sect. 1. An tmigon is one note sounded by two or more Toioes or instnunents at the 
same time. 

2. An interval is the distance from one uote to another. 

8. Intervals are reckoned upwards^ except the contrary be specified. 

Intebyals within the Octave. 

4. A semitone is the interval from any noter on the pianoforte to the next note. 

A semitone is diatonic (Definitions, sect. 11), when the two notes, between which it lies, 
bear different names, as from B to C, &c. 

A semitone is chromatic (Definitions, sect. 12), when the two notes bear the same name, 
but are varied by a sharp or a flat ; as from C to G sharp, from»D flat to D natural. 

5. A tone includes two semitones ; as from B to C sharp, from G to D. 

6. Other intervals are named (according to the alphabetical relation of the two notes), 
2nds, Srds, 4ths, 5ths, 6ths, 7ths, and 8ihs, — ^the note from which the interval to another 
note is reckoned, being regarded as the 1st ; thus, from G to D is a 2nd, from G to E is a 
3rd, from G to F is a 4th, &c. 

These numerical names of intervals depend entirely upon the alphabetical names of the 
notes between which the intervals lie, wholly irrespective of inflection by sharps or flats ; 
thus, from C to D flat, from G tq D natural, and from G to D sharp, are all 2nds, while 
from G to E flat is a 3rd. 

7. For all purposes of harmony an interval is still regarded as a 2nd, 3rd, 4th, &c., 
though it include an octave (8th), or several octaves (Sths) beyond the real notes defined 
by these numbers ; thus, any E above any G is regarded as the 3rd of G, however extreme 



the distance between these two notes, 3 r f ^"~I ■ T - 1 J P (Ghap. I. sect 16.) 



W 



^ 



8, There are several qualities of 2nds, Srds, 4ths, &c; these, though the notes 
bear the same alphabetical relation, though they stand on the same lines or spaces, are 
distinguished by the greater or less number of semitones they contain, according as the 
notes may be sharp, or flat, or natural. 

9. The intervals of the 8th, the 5th, and the 4th, are called perfect, because they 
cannot be increased or lessened by sharps or flats, without changing them from concords 

into discords (Definitions, sects. 14 and 15), thus— ^p | ^| ||| j| | ff| P| 



The two notes, between which any perfect interval lies, are both natural, both sharp, 
both flat, both double-sharp, or both double flat; thus- 






| > ^ are peifect 
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are perfect Sths ; and 



^ 



Chap. I. 



are perfect 4ihs. The single 



exceptions from this law are with regard to the 5th of B, and its inversion the 4th of F. 
{Far otfier distinction of the perfect intervals, see Chap. I. sect. 14 ; Chap. III. sect 6 ; 
Chap. XI. sect. 14.) 

10. The intervals of the 3rd and 6th, and the 2nd and 7th, may be increased or lessened, 
and are, in both forms, alike concords or discords ; ^ thus h 




_^__^___ with a major (or greater) 

P ^^ . . ^ * I *g 

i : with a minor (or smaller) 3rd, are both concords; ^ ^ ^d — 

a major 2nd, and A l^rf* - ^ minor 2nd, are both discords. 

11. Other 5ths and 4ths, besides the perfect, and other Srds and 6ths, 2nd8 and Tths, 
besides the major and minor, are also employed in harmony : these are augmented and ' 
diminished, — ^augmented being more than perfect or more than major, and diminished 



being less than perfect or less than minor, — and they are all discords; thus ^^ — ^ 



being a perfect 5th, 



being a major 6th, Ttj"^ 



an augmented 5th, and 



ib: 



is a dunimshed 5th ; 



a mmor 



inor 3rd, ^ |^ - is a dimmished 3rd. 



is an augmented 6th; and 



m 



being 



Inversion op Intebvals. 



12. Inversion of intervals changes the relative position of the two notes by placing the 
lower above the higher, JC J ^ or by placing the higher below the lower, 3 ^ • J 11 ; 

13. The number of any interval within the octave, added to the number of its inversion, 
makes nine ; thus, the inversion of a 2nd is a 7th, — of a 3rd is a 6th, — of a 4th is a 5th, &c. 



^ 



14. The inversion of a perfect interval produces a perfect interval, 
(Chap. I. sect. 9.) 

15. With the major and minor, and with the augmented and diminished intervals, and 
their inversions, however much one division of the octave is greater, just so much is the 
other division of the octave less ; — ^accordingly, their quality is reversed by their inversion : 
major produces minor, and minor major ; augmented produces diminished, and diminished 
augmented. 

Table op Intebvals and theib Invebsions, stating the numbeb op 

Semitones in each. 



2nd8 



7ths 




Minor. 
1 semitone. 



M^]or. 
2 semitones. 



Augmented. 
3 semitones. 



i w ' J -tJ- 'hanp 



i 



Srdsl 



Mi^or. Minor. 

11 semitones. 10 semitones. 



Diminished. 
9 semitones. 



¥ 



i6ths| 



i 



Major. 
4 semitones. 



Minor. Diminished. 

3 semitonea. a semitones. 



(f i J I i g I ^ 



w 



Mhior. 
8 semitones. 



Major. Augmented. 

9 semitones. 10 semitones. 



m 
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Chap. IL JOJYS AND SCALES. 

Perfect 5 semitones. Augmented. 6 semitones. Diminished. 4 semitones. 



4ths 



Sths 



P 



^ 



i g* ' i 1 ^ 



^8th 



i 



Perfect. Ysemitones< Diminished. 6 semitones. Angmented. 8 semitones. 



w 



m 



da 



isth 



i 



Perfect 12 semitones. 



^ 



Perfect ISsemitonesi 



P 



1 



%* 5^ i^ observed that the number of semitones in any interval, added to the number of 
semitones in its inversion, always makes the twelve which complete the octave. 

Intebvals beyond the Octave, 

16. The intervals of the 9th, the 11th, and the 13th, are exceptions from the rule given 
in sect, 7. These are entirely distinct in treatment from the 2nd, the 4th, and the 6th, 
which are represented by the same notes, and they are used in different combinations. 

Table of Intebvals beyond the Octave. 
9ths. 11th. ISths. 

Minor. 13 semitones. Mt^or. 14 semitones. Perfect 17 semitonea Jfinor. 20 semitones. Major, 21 semitones. 
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^__ CHAPTEE IL 

KEYS AND SCALES. 

J. A KEY is a certain arrangement of notes with reference to any one note, which is 
called the key-note or tonic, and from which the key is named. 

2. The 2nd of the key (the note next above the key-note), is called the supertonic ; 
the 3rd of the key, the mediant ; the 4th, the subdominant ; the 5th, the dominant ; the 
6th, the submediant ; and the 7th, the leading-note. 

3. Keys are major and minor, 

4. A scale is a gradual succession of notes, ascending or descending. 

5. A scale is major or minor, according as the key (of the notes of which it is composed) 
is major or minor. 

6. A scale may also be chromatic (Definitions, sect. 12) ; or some only of the chromatio 
notes may be interspersed in the major or minor scale. 

Majob Key and Scale. 

7. In the major key, all the intervals from the key-note are either major or perfect ; 
thus, the 2nd and 3rd are major, the 4th and &th ure perfect, and the 6th and 7th 
are major. 

8. These, placed in gradual succession, form the major scale, which has a semitone 
between the^^d and 4th, and between the 7th and^Sth degrees, — and a tone between 
every other successive two degrees. 
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SOAIiB OF G. 

Tonlo SopertonlB. Medluit Sobdomlinnt Dominant SolnedUuit Leattog-DOte. Tonie. 



■ I J 'i T"^'1 



Sf- 



Semitone. 



9. Precisely the same anangement of notes with reference to the key-note, as in the 
key of Oy prevails in every major key; and to induce ihis> sharps are employed in some 
keys, and flats in others. 

10. When a key has only one sharp, this is F sharp, and each additional sharp is a 5th 
above (or its inversion, a 4th below) the sharp last added. When all the seven notes have 
been made sharp, double-sharps are employed ; thus, F double-sharp is used in place of an 
eightihi sharp, — and these are successively added in the same order. 

.^ 11. The sharp last added is the leading-note, which, by this sharp, is made to be a semi- 
/ tone below the key-note, and thus the key-note is always a minor 2nd above it ; so, when 
\ F sharp is the only sharp, G is the key-note; — when C sharp is added, D is the 
. key-note, &c. 

12. When a key has only one flat, this is B flat, and each additional flat is a 5th below 
(or its inversion a 4th above) the flat last added. When all the seven notes have been 
made flat, double-flats are employed ; thus, B double-flat is used in place of an eighth flat, — 
and these are added in the same order. 

13. The.flat last added is.the subdominant, which, by this flat, is made to be a semitone 
/ above the 3rd of the key, and thus the key-note is always a perfect 4th below it. So, when 

B flat is the only flat, F is the key-note ; when E flat is added, B flat is the key-note, &c. 

MiNOB Key and Harmonic Minob Scale. 
y^ 14. The minor key has three fla t amore, or three sharps less in its signature, than the 
/ major key oi the same note : tnlis, the key oi U having no flats, that of minor has three ; 
v^ and the key of A having three sharps, that of A minor has none. 

15. The leading-note, in the minor key as in the major, is but a semitone below the 
key-note ; to induce this, however, one of the three notes, changed by the signature from the 
corresponding notes in the major key, iff restored by an accidental natural or sharp wherever 
it occurs : but, though raised by an accidental natural or sharp, the leading-note in the 
minor key is still diatonic. (Definitions, sect. 11.) 

16. There are, then, two notes in the minor key different from the notes of the corre- 
sponding degrees of the major key ; these are the 3rd and 6th, which, by the change of 
signature, are made minor instead of major. 

17. The terms relative major and relative minor, denote a major key and a minor key 
which have the same signature. 

^ . 18. The relative minor key is distinguished from the relative major, by the accidental 
' natural or sharp employed for the leading-note of the minor key. 

19. The 6th degree of the major key is- the key-note of the relative minor, and the 

inversion of this — ^the third degree of the minor key — ^is the key-note of the relative major ; 

thus, A minor is the relative minor to C (distinguished from it by the accidental G sharp)^ 

and is the relative major to A minor. 
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KEYS AND SCAEES. 



Scale of G Minob. 



§^>j_ J J ,1 ^ 'J ^m 

Abbitbaby Minob Scale. 

20. Certain modifications of the minor scale are sometimes employed in order to avoid 
the use of the interval of the augmented 2nd in melody. 

21. As it is desirable in all scales to rise to the key-note by the step of a semitone, 
it is allowable, in the ascending minor scale, to make the 6th degree major, and so avoid 
the step of an augmented 2nd from the 6th to the 7th degree ; thus — 

§A j^ J J J J iJ Up ^g 

22. As it is desirable in the minor scales to fall to the dominant by the step of a 
semitone, it is allowable, in the descending minor scale, to make the 7th degree minor, 
and so avoid the step of an augmented 2nd from the 7th to the 6th degree ; thus — 



^ 



^ 



^ 



^ 



1 



28. These arbitrary alterations of the notes of the minor key for the purposes of 
melody, are available as passing notes (Chap. VIL sects. 4 and 5). The major 6th should 
never be used as an essential note of a diatonic chord, and the minor 7th is only 
available as such in one e:^ceptional instance (Chap. lY. sect. 25). 

Chbomatio Scale. 

24. The arrangement with reference to the key-note, of the notes of the major and 
minor scales, is not more definite than is that of the chromatic scale, though, for con- 
venience of writing, this latter is frequently disregarded, while the former is universally 
observed ; it is necessary, however, to know the notation of the chromatic scale in each 
key — all the more familiarly on account of its being so often incorrectly written — ^in order 
to know the treatment of the notes, which being carried out, their nomenclature is of 
comparatively less importance. 

25. The chromatic scale has twelve degrees. These consist of the seven notes of the 
major key, with the three indicated by the change of signature in the minor key (namely, 
the minor 3rd, minor 6th, and minor 7th), and the minor 2nd (Chap. IV. sect 33), and 
the augmented 4th (Chap. IV. sect. 32). Every interval that can be major or minor is 
major and minor, and the 4ih is the only perfect interval that is changed ; this 4th, too, 
is the only note of the major scede that is raised. 

26. The chromatic scale is the same in the major and minor keys. 

Chbomatio Scale m the key of C. 

min. and, nu^.lnd. min.3nL m4.3rd. perf. 4th. angm.4tb. perlStli. mliLeih. BuO-^Kb. iniiL7th. mi^*)^ 



^ irt. min. and, mij.and. m!n.aPiL in^.8rd> pert. 4th. angm.4tlL peril 5ttL mfaLeth, iai0.etlL mliLTth. ini0.1ih, • lit 

jjij [J iiJ tJ \^ ■) I'J -^ "' ^^ ^ ''I ^ 



27. Whatever irregularities sometimes occur in the notation of the chromatic scale, 
composers of all schools agree in writing the augmented 4th from the key-note (not 
the diminished 5th), and the minor 7th from the key-note (not the augmented 6th). 
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CHAPTER III. 

PEOGEESSION OF PAETS. 

1. A Pabt in harmony is a snccession of notes that may be performed by one voice, or 
by an instrnment capable of sonnding bnt one note at a time ; as many notes as are 
sounded together in so many parts is the harmony. 

Melodic Pbogbession. 

2. A part shonld not proceed by an augmented interval : — 



^-1 J Jjuj i iyr fri^^ jiir r ^r i frji, ! j ji,^ 



Except ; Firstly, in one of the repetitions of a sequence (Chap. YI. sect. 2). 

Secondly, in ascending or descending the harmonic minor scale when the top part moves 

in 6ths with the bass : — 



#'Uij>J ji i f i *f f <i^i:!:iiii«Jii i' 



Thirdly, in resolving the fundamental minor 9th (Chap. XL sect 22). 

Fourthly, in a succession of passing notes framed upon the harmonic minor scale (Chap. 

VIL sect. 14). 

Fifthly, in an arpeggio, or where the two notes belong to the same chord ; 



j^grP^i i ^fif^i^ 



And Sixthly, when the note to which the skip is made is a passing note (Chap. VIL 
sect. 9). 

3* If a part proceed by a diminished interval, it must return to some note within 



that interval; 



^0 



? 



1 



and not continue in the same 



direction; ,A ^ i \ \ \\ P ^ 



HaEMONIO PrOGBESSIOK. — COKOORDS. 

4. The major and minor concords may be taken in succession between any of the parts 

and may be approached by similar or : J? J I ) 11 _ 1 1- 
' contrary motion from any other interval, ^ f ' f \ 



Jjjjjiii^ jii^ 
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PEOGRESSION OF PAKTS. 



5. The perfect concords, on the contrary, are subject to many restrictions Tfith regard 
to their succession, and the manner of approaching them (Chap. I. sect. 9). , _J. j 



6. No 1;wo parts may proceed in perfect 5ths with each other, /( j Z T H 

-- - - . -. - - ^^' r j' ' "• 



Yet a 5th may be used in each of two succeeding chords, but it must be assigned to a 
different part in one chord from that which bears it in the other chord ; thus, JC J J—B" 
where, the 5th to the bass is in the middle part in the first chord, and in the top part in 



the second chord; the extreme (or outside) parts proceed from 3rd to 5th, 5 r *| T 



the top and the middle parts proceed from 6th to 3rd, 



and the bas& and 



the middle parts proceed from 5th to 3rd, 



^' 



and so, while both chords contain 



a 5th, no two parts proceed in 5ths with each other (Chap. III. sect. 26). 
7. No two parts may proceed in 8ths or in unisons with each other ; 



Yet an 8th or an unison may be used in each of two succeeding chords, under the same 
condition as the 5th : thus, Cti ' \ i f \\ where the 8th of the bass is in the 3rd 




part from the top in the first chord,*and in the top part in the second chord ; and thus, 

where thejsecond and third parts are in unison, in the first chord, and the 
E third and bass parts are in unison in the second chord. 

This rule does not apply to the doubling of any one or the whole of the parts throughout 
a piece, as is the custom in a band, and in a chorus ; neither does it apply to the doubling 
any one part throughout a complete phrase to render it specially prominent, as is frequently 
' done in music for a band or for the pianoforte. The objection is to the progression of two 
parts in 8ths, or in unison. It is always allowable, however, to let the harmony cease, and 
to make all tlie parts proceed in 8ths, or in unison, for a complete phra.<?e, or for any portion 
of a phrase, or to make one part proceed alone without accompaniment (Chap. III. sect. 25). 
*^* The xulea in sections 6 and 7 apply to any two parts, whether extreme parts or middle parts. 

8, The extreme (that is the top and bottom) ; . J J ' 

parts may not proceed by similar motion to fi 3 **- g \ II J -""^ \ H-d- 
a perfect 5th from another interval : — 



n; ; I J J ' 



'Except, firstly> the 5th of the dominant, if approached from the harmony of the key-note. 
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and the 5th of the key-note, if approached from the harmony of the subdominant ; provided^ 



in both cases, the top part moTe a 



^ Sj:hr4 ' ^ 



And except, secondly, any 5th, when changing from one to another ^ J I ■■ 
position or inversion of the same chord, j^ ^^l) ** 

9. The extreme parts may not proceed by similar motion to an 8th or an unison^ from 

, ^ y^) II jd) H ^^,-^'11 Except, firsUy, 



any interval, A I / II j ^ -a \ I I '^. W^ Except, firstiy, the 8tii of 

the key-note, if approached from the harmony of the dominant, and the 8th of the 
subdominant, if approached from the harmony of the 



subdominant, if approached from the harmony of the qi^jj:^^ | ^ J 

key-note, provided in both cases the top part move a f^ C | ^) — i jl I t 
2nd, and provided such 8th be the root of a chord, ^ f ^^^-f^' " -J ^ 



And except, secondly, the 8th of the dominant and the 8th of the key-note, when the top 
part rises a 2nd, and the bass rises a 4tli, and when the top part rises a 4th and the bass 
rises a 2nd, provided such octave be the 5th from the root of the chord : — 



§i&Hii)i^i^ 



; |)j i M i v m 

jlOjln harmony of two parts, a 3rd may not be followed by a 5th, when both parts move 

I 

I ■■ 1 «^ J ■■ biif fliA VkaA aWaM. nf i.Viia nAasu>a trlia-n a a I !z-! ■ 



P ' ^ 1 11 J -" "^ ^ 11 ''^^t the bad eflFect of this ceases when a o J '^'m * a ■ ■ 
1^ II f "^ ^ third part is added to the harmony ; WW CWf F 11 



11. It is not desirable for a lower part to proceed to a higher note in one chord than 

the note assigned to a higher part in the previous chord ; nor ^ | I .. J 

for a higher part to proceed to a lower note in one chord, A • -**" 
than that assigned to a lower part in the previous chord : ^ 



f I ' " I f 



12. No part may proceed in 4ths with the bass 



= g j^'i I I ; 

t ) W i= L H (Definitions, sect. 19.) 



m 



Except, when the second 4th is 
portionrof .a fundamental discord, 

The progression of 4ths, however, between two upper parts against a moving bass, thus — 

unobjectionable. 



^^^^^- 
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15^ The leading-note^ in a full close (Definitions, sect. 20), must rise to the key-note- 
In any other progression from chord to chord (save when it is a discord, 
requiring to fall to its resolution), the leading-note must rise ; but, save in 
a full close, there is no restriction as to the interval by which it must rise — 




I 



J j'i I j'j ■ 1 j ■ 



Ezcept, when the bass descends by degrees from the key-note 
to the 6th of the key, when the leading-note may bear the 
first inversion of a concord: — 



^ 



i 



And except in a succession of first inversions (Chap. lY. sect. 16), when all the parts proceed 
by degrees : — 



^ i f f f M i ~m 



♦* This rule holds in the free style of harmony only ; in the strict or diatonic style, the 



leading-note is free to rise or to fall 

14^The leading-note, in changing from one to another position 
or inversion of the same chord, is free to rise, to faU, or to remain- 






As a passing-note (Chap. YII. sect. 3) also, the leading-note is free to rise or to falL 

Habmonio Progbession.— Disoobds. 
15. No two parts may proceed in 2nds or in 7ths with each other ; 



i 



S 



ffl f^r " r^f " fi-f f 



M 



16. No two notes next to each other in alphabetical order 
may proceed by similar motion to the 8th or unison ; 



il ] J II ^l^i II 



17. No two notes next to each other in alphabetical order may proceed by oblique 
motion (that is, where one moves and the other remains) to an 8th, or imison« 

except in the case of a passing-note (Chap. VIL sect. 1), 

I- ST^Y -|T - or of a suspension (Chap. Vm. sect. 3), or of a fanda- 
■ £ p ^ mental 7th in its second inversion (Chap. X. sect. 18), or 
' ' of a fundamental 9th (Chap. XI. sect. 15). 




18. The interval of the 9th may not 
approached by similar motion: — 



^ji'^^iinjii 



i=a 



19. No two parts should proceed trom the mterval ot an oth to Q ' ^d ■ ■ ■ -t i 
that of a 7th, when one steps a 2nd and the other leaps a 3rd, fl) ^ ^^m II m ^'^ } 



c2 
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False Belatiok. 

20. False relation is when one part has a natural note, and another part has a sharp or 
flat note of the same name; either when both notes are sonnded in the same chord — 

| j | > n ^ V [| or when the two notes are sonnded jp J l| * h ^^ • 



^ 



1^ 



f 



or when the two notes are sonnded 
in two successive chords — 



^ j^ f I I /^f=# 



or when the two notes are sonnded in two chords with a chord intervening. In aU three 
formsy false relation is unallowable. 

•»* Apparent violations of this rule are to he found in cases of incorrect notation (Chap. IL 
sect. 24), to wMchy of ccursCy the rule does not apply. 

21. False relation does not exist between two successive chords^ 
when the third of the first chord is the root of the second chord ; 

and when the 3rd of the first chord g ■ i: 
is the 5th of the second chord. ~^ 



i 



j^^f \ a 



w 



-^^ 



f 



^ 



=22= 



■^CiS 



1 



^ 



22. False relation does not exist between two chords 



with a chord intervening when the chromatic note forms 7( K ' J ' B ]f \^^ ^ ' ^ —-ft - 
part of a fundamental discord (Definitions, sect. 19) ; c/ ' T *IJ y~^ 



when the former of the two chords contains the 7th of 
the arbitrary minor scale (Chap. IV. sect. 25) ; 



f-i j Ji'j.ii- 



and also when the first chord is a dominant or a tonic, and the third chord (having its root 
a minor 3rd below that of the first chord), is the dominant of another key, — ^but in this 
case the intervening chord must contain the note which is a minor 2nd above the root of 
the third chord (Chap. XV. sect 6). 



i 



jfjIl i 'Si li j l ilJ l U l J l lJJ l il l 



Bad. 

23. Either of the two notes may be doubled (that is, sounded in two parts at once), 
and the duplicate note in one part 
in no false relation with the note 
chromatically altered in another part : 

24. Chromatic passing notes (Chap. VII. sect, 9) induce no false relation, if all the rules 
for their treatment be observed. 

Exceptional Progression. 



^^ ' f{)% \ \ \ ^ 



25. It is allowable, in the extreme parts, to proceed, by cotir 
trary Tnotion, from 8th to 8th, between the tonic and dominant, 

\\l ^5 ^ 1 (Chap.nL sect 7.) 



and between the tonic 
and subdominant, 



> oin, oetween tne xomc ana qo: 



tr -#-x^ r v^-^ 



^ 



Digitized by 



Google 



Chap. IV,^ CONCOfiDS AND TffiElB INVEBSIONS. 13 

26. It is allowable, in the extreme parts, to piioceed, by contrary and by mrnlar motions 



from 5th to 5th, between the tonic and dominant ; 



' i^ iti II j tj " 



and between the tonic and subdominant 



■j'u t i3,p^[[n4i 



(Chap. m. sect. 6). 

*^ The application of these two last rules demands the most careful discretion, and should 
only be made for the purpose of prqducmg some particuXa/r effect^ 



CHAPTER IV. 
CONCOEDS AND THEIR INVJERSIONS. 

1. A COMMON chord is a bass note (which is the root of the chord, and by which the 
chord is named), with its perfect 5th and major or minor third; (ffl f 1^1 H ^^ 

according as the 3rd is major or minor, it is a major or minor common chord. 

2. Either of the notes of a common chord may be doubled ; the root, or the 5th, or the 



\3rd 

\ 



■'^^ 



but it is more frequently desirable to double the root than either 



of the other two notes. 

3. The leading-note, howeyer, may never be doubled, whatever interval in a chord it 
may form. (Chap. HE. sectsl 13 and 14 ; Chap. VL sect. 3.) 

4. The 5th of a common chord may be omitted, and thus the 
harmony consists of the root and the 3rd only, or of these two, 
with either or both of them doubled : — 

5. The 3rd should not be omitted, except in very rare and peculiar cases. 

Common Chobds in the Majob Key. 

6. There is no common chord on the leading-note, because this note bears a diminished 






5th 



» 



7. The common chord on the 3rd degree of the major key is unavailable as a concord, 
because of the harsh eflFect it produces in relation with other chords of the key; 



/Ji|Jr i iJii.i i Ji Jii 
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8. There are, then, but five common chords ayailable as concords in the major key ; 
those upon the key-note, the subdomioant, and the dominant^ are major; those upon the 
2nd and 6th, are minor. 



p i 1 i^ii 



m 



m 



lit 2nd 4tii 5th eth 

9. The common chord of the 2nd of the key may not be followed by the common chord 
of the key-note : — 



^m 



3=fc 




Except, firstly, when both chords are in the first inversion (Chap. IV. sect. 16), 

And except, secondly, when the chord of the key-note is in the second inversion (Chap. IV. 
sect 26):— 



i Ji.Vi ij ^^^ii 



^ 



Itecomrnendatiofa. 
I. Harmony has a richer, fuller efiect, when the parts 
stand at nearly equal distances from one another: — 



P 



P 



-St- 



^ 



i 



than when one is at a greater distance from the rest, than those are from one another, 

1^ 






w 



3=51 



& ti . i 



P 



E If, however, it be desirable to separate any part from 
the rest^ it is better to have the greater distance 
between the bass and the part next above it. 




than between either of the other parts. This last distribution is even desirable, when the 
bass part is designed to be particularly prominent. 

II. It is generally expedient to let the upper parts proceed by the smallest possible 
motion ;c and, when any note is common to two successive chords, to retain it in the 
same part ; thus — 



^ 



J=i=^ 



^ 



m 



: ^_j- J 



rather tiian thus, 



^ 



r 



ti n^ 



m 



^-^-j- 



7— r 



III. When the bass moves a 2nd it 
is expedient to make the parts which 
have the 5th and 8th proceed in con-^ 
trary motion to the bass : — 



S' f f^f f I r f r " 



m 



J J. i ^ . ^ ,j ^ 



^ 



r ' ,^, i' 
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Common Chobds in the Minob Key. 

10. There is no commoii chord on the leading-note of the minor key, because, as in the 

major, this note bears a diminished 5th ^b y H (Chap. IV. sect. 6). 

11. There is no common chord on the 2nd of the minor key, because this note also 
bears a diminished 5th (^ b ' j^ || 

12. There is no common chord on the 3rd of a minor key, because this note bears an 
augmented 5th ^^ l|^ [| 



^'' '- j ^ ■] '] II 



13. There are, then, but four common chords in 
the minor key: those on the key-note and the sub- 
dominant are minor ; those on the dominant and the 
6th of the key are major : — 

"* ist 4tli, 5ttu eth. 

The only common chord that is the same in both the major and the minor keys, is that on 
the dominant, which is always major. 

A major common chord of the key-note is sometimes used for the full close (Def. sect. 20) 
in the minor key; the employment of this is more common in ancient than in modem 

music, and is exceptionally included in the strict or diatonic style (Def. sect 21). 

• 

FiBST Invebsion of Concobds in the Majob Key. 

14. An inversion of a chord is a chord with either of its notes, instead of the root, for 
the bass. 

15. A common chord, having two notes besides the root, has two inversions. 

16. The first inversion of a common chord is the chord with its 3rd for the bass, 



when the root, being placed above the 3rd, becomes the 6th to the q aia. J ] — n - 

bass, and the 5th of the original chord becomes the 3rd to the bass, Cj3 ' ^ ^^ j "''' ( g \^ || 



17. The interval of the diminished 5th is a discord only when it I J 

stands between the bass and an upper pa^ (Chap. IV. sect. 6) ; it loses 3 ^ m j 11 
its dissonant effect when a bass is placed below it ; tf ' "^ 



Therefore, though there is no common chord upon the leading-note, the first inversion of a 
chord (that is, the 3rd and 6th to th^ bass), may be taken on the 2nd of the key, and 
treated in every respect as the first inversion of a concord, subject to the same condition as 
the common chord on the dominant, namely, that the leading-note may not be doubled 
(Chap. IV. sect. 3). 

18. Dissonant as is the effect, in relation with other chords in the key, of the 5th upon 
the 3rd degree of the major key (Chap. TV. sect. 7.) this is only when it stands between the 
bass and an upper part, and its dissonance ceases when a bass is placed below it, 



P J J J I „ I J J J ., Therefore, though the common chord 
^i = j i l ij i i ^i " ^^ ^^ ^^ ^^ *^® major key is un- 
^ ■ I * available as a concord, the first 



a concord, the first 

inversion of a chord (that is, the 3rd and 6th to the bass), may be taken on the 5th of the 
key, and treated in every respect as the first inversion of a concord, under the same con- 
dition with regard to the leading-note as the chord last described. 
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19. There is, then, the first inyersion 
a triad on every note of the major 



Irt. 2nd. 3nL 4th. 5th. 6th. 7th. 

20. When the bass is the »m^^ 3rd of a J J. J 

chord (see the 3rd, 6th, and 7th chords in x y j ) 1 1 ^\ 1 1 —I— t^ except if one part 

the last example), it may not be douUed, 2/ ^ -J- 



ijj Mr ill 



rise to it and from it by the step of a 2nd, and the other 
part Ml to it and from it by the step of a 2nd ; thus — WE 

Beeommendation. 
When 'several first inversions occur in succession, it is expedient^o place the root of 
each chord (the 6th to the bass) in the top part, and the 5th of each chord (the 3rd to the 



bass) in an under part; (fj j g Jl i J J f l l lg l l 



rather than to have the inversion of this position, which would induce a succession of 5tbs; 



p^ 



^^ 



IZ3= 



FiBST Inversion of Concobds in the Minob Eet. 






21. In the minor key, as in the major, the triad on the leading^note, though dissonant in 
its original position (Chap. lY. sect. 10) is available in its first inversion as the first inver- 
sion of a concord (Chap. IV. sect. 17). 

22. Upon the same principle (Chap. IV. sect. 17), the triad on the 2nd of 
the minor key, though dissonant in itJ9 original position (Chap. IV. sect 11), is 
available in its first inversion, and treated as the fiirst inversion of a concord — 

23. The interval of the augmented 5th is equally dissonant in whatever position it may 
stand ; the triad on the 3rd of the minor key (Chap. IV. sect 12) can, therefore, not be 
taken as a concord in any form or inversion. Thus, the 5th of the minor key may not be 
taken as the bass of a first inversion ; it may, however, bear the single interval of the 6th 
when either the bass or the 6th, or both of these, may be doubled : — 





24. There is, then, the first inversion of a triad, on every note of the minor key except 
the 5th, and this note bears the single interval of the 6th — 



^^ i j ^' M I I 

25. When the bass descends by degrees from the key-note to the 6th of the key, the 

minor 7th from the key- . j i i J. 

note may be taken as the QV , d J i j J ^ i ^9" J » - ^^^P' ^' ®^*- ^^' 

^ " * ^ " Chap. m. sect 22). 



bass of a first inversion- 



\ 
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Second Inversion of Common Chords. 

26. The second inyersioii of a common chord is the chord with its 5th in the bfiss, when 
the root becomes the 4th to the bass, and the 3rd 
the original chord becomes the 6th to the bass 



%J root-S- 



27. In both the major and the minor key the only common chords that can be taken 
in the second inyersion, are those of the key-note, the subdominant, and the dominant. The 
dominant (being the 5th of the key-note), the key-note (being the 5th of the subdominant), 
and the supertonic (being the 5th of the dominant), Q I *^tt » J -^ 



are the three bass-notes of these second inversions — 



^ 



28. The bass may not aj^roach a second inversion by leap from the inversion 



of another chord; 



^ 



1 



M- 



^ 



-jf— but may, by step of a 2nd 



from the inversion of another chord, 3 ? I 5 i ''^^r- • II ^* '^^J' ^J 
leap from an inversion of the same chord, 3 . S j=: ^.^1 )l and it may, by 



leap or by step of a 2nd from the root of another or the same chord : — 




r ^ i^ hi j i H 



29. A second inversion most be followed either by some ; 
other chord npon the same bass note (or its octave) ; 

or else by some chord on the note ne:ti> above or below it, diatonic or chromatic : — 

^ i H jy ^ .J H j \\ i i^ ■ 

So long as the same harmony continues, the bass of a second inversion may proceed to 
another note of the chord, or may have any succession of passing notes ; provided when the 
harmony changes to a chord having another root, the bass return to the note that has the 
second inversion, or to the note next above or below it, whichever it might have taken had 
it made no such digression :-<*- 



E^ 



-^^ 



s 



^ 



J II fU^r II r .^ ^. r ii 
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30. A second inyersion, if followed by a chord on the same bass-notey must be at a more 
strongly accented part of the bar, than the chord which follows it : — 



l^ i 'i ^i j i - ^ii.\ \ \i \\ 



Except only, if the second inversion have been preceded by another chord on the same bass- 
note, when it may be taken at any part of the bar : — 1R ) 3 SJ ~ i 9 ^ — u 



A second inversion, if followed by a chord upon the next note, may be either at the stronger 
or weaker part of the bar : — 



^j if \ ii \ ii \^ 



m 



31. The second inversion of the chord of the domioant (having the 2nd of the' k^ fdr 
its bass-note) may be followed by the second inversion of the chord of the subdominant 



(having the key-note for its bass), 




(Chap. m. sect 12). 



This is the single case in which one second inversion may follow another. 



Chromatic Conoobds. (Defin. sect. 12.) 
In the Minor Key. 
\ 32. A major common chord may be taken on -the supertonic of the minor key, of 

which the 3rd and 5th are chromatic notes — 




j The 3rd of this chromatic chord (being the augmented 4th of the key-note), may never be 
' doubled, and in proceeding to another chord, this note must either rise or fell a semitone. 
In order not to induce a modulation into the key of the dominant^ this chromatic chord 
must be followed either by a chord containing the diatonic 4th of the key — 

.<d : I I 



i\ii^' ' } "I 



^ 



ito 



m 



*«= 



or else by some form of the common chord of the key-note : — 



&\ j i fj I d > i II j i fj I i j j 
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The first inversion of the chromatic chord of the supertonic (having the augmented 4th of 
the key-note for its bass)^ may be taken mider the same condition, as the chord in its 
original position : — 




^ 



m 



Jt 



j>j j l fr'f'ul.*^ !^ 



rr^ 



/ 33* A major common chord may be taken on the minor 2nd of the minor key, of which 
th^ root is a chromatic note : — 



J"'U? I .H P\ U 'l" 



There is no restriction as to what chord in the key" must follow this chromatic chord. '^ 

The first inversion of this chromatic chord of the minor 2nd of the keymay also be taken. 
The bass-note of this inversion, though the major 3rd to the root, may be doubled at 
discretion : — 



mi^^ \ i<\iU-4Vllfm-^ 



:?2= 



^ 



e 



izii 



-li-v 



HiZE 



The chord in this inversion is. sometimes called the chord of the "Neapolitan Qjh^ 



( 



In the Major Key. 

34. AU the concords peculiar to the minor key, — except the minor chord of the key-note 
and its two inversions, — ^may be taken as chromatic chords in the major key. 

35. There are then, besides the diatonic concords (Chap. IV. sects. 8, 19, 27), the 
follomng chromatic concords in the major key : — 



I. A minor common chord on the subdominant, and its first and second inversions : — 



K 



< 




y^. 



TIT. A major common chord on the minor 6th of the key and its first inversion : — 

D 2 
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^ rV. A major oommcNi chord on the gupertonic and its first inyersiony subject to the same 

^ I conditions as in the minor key (Chap. IV. sect. 32) :— 



iJl i JF^'iij i J j ii j i'in: 1 1 : 11 




rs\ Y. A major common chord on the minor 2nd of the key and its first inversion (Chap. 
IV. sect. 33) :— 

J- 
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CHAPTER V. 
PEDALS. 

1. A Pedal is a bass note sustained through a succession of chords, of which chords the 
pedal note may or may not form an essential portion. 

2. The key-note and the dominant are the only notes that may be employed as pedals : 
either or both of these may be sustained throughout any passage, diatonic or chromatic, 
that does not modulate. Were the key changed, the pedal note would no longer be the 
key-note or the dominant. The following examplesT of pedals, each of which is in one 
key throughout, are correct — 



j i 1 ' H ir r rr 'i riii i j i^j j i jj in 



m 



^ i J. J 



-J— j-^ 



P 



i 



J^Z 



30= 



=22: 



-^>- 



! 

/but the following examples, in which modulations occur, are unallowable (Chap. V. 

, sects. 7 and 8) — 



( 


:^3J=.ij=-j|J-!^-H-i-i[: '^ II jU J ,^^ J J i'h'.iiiii:^-- 


1 


m 1 H-l- — — f- 


P-" ^ H ^lF« « -^T-. — ^F 



3. When the pedal-note is not an essential portion of the harmony, the part next above 
it should form a good bass (that is, should not have any notes unallowable as bass-notes, or 
proceed by leaps that are unallowable in the bass). When the pedal-note is an essential 
portion of the harmony, the part next above it, if the 5th of a chord, is not lo be regarded 
as bearing a second inversion. The following example is faulty on accoimt of the con- 
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f secutiYe 4ths $tt 4, 4 (Chap. m. sect. 12) ; and on acoount of the leap from C, which is to 
be regarded as bearing a second inversion at * (Chap. lY. sect. 29). 



J. J ^ U. ^^ ^ J. *J. :l d A :^ • 

m F I I I - I _ — h-r^— H- 



r . "^ 

4. A pedal mostly commences with the harmony of which the pedal-note is the root ; as 
in the foregoing examples. It may, however, commence with any harmony of which the 
pedal-note is or is not an essential portioD^ 



i 



j J I L^J-J-h^- J 3 i l j ril 



J?' 1 ■ J i 



P" 



^ 



zs±: 



32= 



5. A pedal-note can only be quitted when it is an essential portion of the harmony ; if 
this be the 5th of a chord or a discord requir- 
ing resolution, the rules for its treatment must 
be observed as though there had been no pedaL 

The following example is faulty, because the , ^ ^ , , 

C pedal is quitted upon the chord of G, of j \ ^ d " r^ j— J ' [ jz 

which C is not an essential portion- 

The, following examples are correct, because the pedal notes are quitted upon chords of 

which they are essential portions- 



jr, because the \ , 

hold of G, of I ^ d \ r 



^-<, 



^iijijlji i\\\\\ii\\\^\\ \ i\i ^ 



m 



22= 



W=^ 



?^^ 



^ 



=ci: 



? 
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6. A pedal may close with a modulation, provided no change of key take place until the 
last chord upon the pedal (Chap. V. sect. 2) :- 



1' 



m 



¥ 



7. The last inversion of the chromatic chord of the minor 13th (Chap. XIII. sect. 12), 
and its resolution upon the same / 
bass, are not to be regarded as I 
forming a pedal. This harmony ^ 
may be employed to make a mo- 
dulation at the close of a pedal. (^ j: 



'SJjL J i i d\ ^ li j II 



^ 



51^^ 
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8. One only serieB of harmonies foreign, to the key, the employment of which involves 
a transient modulation, m allowable upon a pedaL This is the major common chord of the 
sixth degree of the major key, and the fundamental discords derived from the same root, 
any of which may be used upon a dominant pedal, provided it be followed by some chord of 
which the perfect 4th of the key-note (the 7th of the dominant) is a portion : — 










"g7~ 



zznz 



zai 



221 



zan 



jCZI 



i 



32: 



This is a single exception from the rule iu sect 2. 

9. Any note may be sustained throughout a succession of passing-notes in one, in two, or 
more parts (Chap. VII. sect. 7) : — 



' 4hni}}j \ ir4i^ \ ^^ 



:^ 



I 



& 



:?=c: 



^1 



Instances of this must not be mistaken for pedals, against which the harmony may pitx^eed 
independently of the pedal note, making any progressions that might be employed without 
the pedaL 

IirvEBTED Pedals. 

10. In modem music the pedal is frequently inverted, that is, an upper part sustains a 
note throughout a succession of chords, of which chords the pedal note may or may not form 
an essential portion ; thus — 

i 




11. All the rules for the bass pedal apply to the inverted pedal, except only the 
rule in sect. 3 ; the inverted pedal in no way affects the progression of the bass part, so 
long as this remains in the key of which the pedal note is the tonic or the dominant. 

12. Sometimes the bass pedal is doubled in an upper part, in which case all the rules 
for its treatment apply without exception. 
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CHAPTER VI. 



SEQUENCES. 



1. A SEQTTENOE is the repetition of a progression of liarmony upon other notes of the 
scale, when all the parts proceed. by the same degrees in each repetition as in the original 
progression ; thus, in the following progression, the bass rises a 4th, the top part falls 
a 2nd, the part next to the top rises a 2nd, and the part next to the bass &lls a 3rd — 



^ 



^m 



and in this repetition of the same progression, 
each part moves by the same number of degrees — 



P 



• ^ ^ 



S2- 



S= 



2. In a sequence the name of the interval in the original progression (as 2nd, 3rd, 4th, 
&c.) and not its quality (as major or minor, perfect or augmented) is preserved in the repe- 
titions. Thus, in a sequence of melody an augmented interval may be employed in one of 
the repetitions of what was a perfect interval in the original progression, as at * 



i 



s^ 



5 



-&■ 



izs 



IZZ 



s 



^ 



without the harsh effect this interval would produce apart from the sequence (Chap. III. 
sect. 2). In like manner in a sequence of harmony, the dissonant 5ths on the 8rd and 7th of 
the major key, and on the 2nd, 3rd, and 7th of the minor key, may be employed in the 
repetitions of what were consonant 5ths in the original progression as at * 



^m 



^ 



£ 



# ^ ■ ^ ^ 



^ 



In the last example it may be observed that the top part moves a major 2nd in the 
original progression, and in the first, the second, and the fourth repetition, but a minor 2nd 
in the third repetition ; the part next to the top moves a minor 2nd in the original progres- 
sion, and in the fourth repetition, but a major 2nd in the first, the second, and the third 
repetitions ; the part next to the bass moves a minor 3rd in the original progression, and in 
the first, the third, and the fourth repetitions, but a major 3rd in the second repetition ; 
and the bass moves a perfect 4th in all cases but the third repetition, where it moves an 
augmented 4th. 

3. Upon the same principle the leading-note may be doubled in one of the repetitions 
of a sequence, as in the fourth bar of the last example (Chap. IV. sect 3). 

. 4. The original progression in a sequence may consist of two chords, as in the foregoing 
examples; or of more than two chords, as in the examples that are to come. It 
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may consist of concords only; or of these intemuzed with passing notes; at vith ^prepared 
discords — 



p 



^^ *ii j^n :^n « (^ rf^ 7^^ 







~^^ 



i 



r^^<^ 



^ 



1 



s 



I — 



The 2nd inversion of concords is unavailable in sequences. 

5. The repetitions of a sequence may be upon sucoessiTely higher degrees of the scale, 
as in the foregoing examples ; or upon snccessiTely lower degrees, thus : — 



1 



iSL, 
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Z3Z 
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!^- 



-r 



or at regularly successive larger intervals, thus : — 



r 



6. When a progression is repeated in a different key, none of the rules for sequences 
justifying the exceptional treatment of particular notes apply; thus, in the following 
example, where every accidental sharp, flat» and natural induces a modulation, each progres- 
sion is entirely independent of the others, and each is satis£eK^tory in itself— 



P 



^^ 



^ 



-c^ 



CHAPTER VII. 

PASSING NOTES. 

1. Passing-kotbs are notes which do not belong to chords, and are therefore inessential 
to the harmony. They are employed in one or more parts, and resolve either upon a note 
of the chord against which they are taken ; 



P 



J J 1 .1 I I J J I ii I I J J 



zr±i 



■j-4t-^ 



^ ' f "i^ 'f 



T=^ 



or else upon a note 
of another chord: 



: ^^ 



3S 



r^ 



^ A passing-note may proceed by 
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(Chap. in. sect. 17.) 



but should not proceed to 



In the Stbict ob Diatonic style. 

2. A passing-note must be approached and quitted by the step of a 2nd — ^and it must be 
at a less accented part of the bar than the harmony-note which precedes it. 

3. A passing-note approached and quitted in this manner may either rise or fall 
to the next note ; ^ " ^ - ' '^^ '^^ 



m 



t If the note to which it passes be 



also inessential to the harmony, this second passing-note may not return to the first, 
but must proceed up or down in the direction in which it was approached ; 



P 



^^^^-^ 



and the passage must continue in this direction until it reaches a harmony-note. 

4. The major 6th from the key-note of the arbitrary minor scale (Chap. 11. sect. 21) 
may be employed as a passing-note ascending or descending, when the 5th and major 7th of 
the key are harmony-notes :^ 



S^'^i^'M i I h^i^ l ^ l l |i i J | VHI 



from the 

major 6th of the - jg i Fll ^! I I t Ff 
be employed os ^J WH" ^ ll-^- Bi^ 



=g= 



Also in a passage ascending from the 5th of the key to the key-note in which these 

two are harmony-notes, the major 6th of the - jg i Fll ^! I I t fil l '" J 

arbitrary minor scale may ^ ' — -^ - A J hJb J I rJ | | J HJhJ I rJ 

a passing-note: — 

5. The minor 7th from the key-note of the arbitrary minor scale (Chap. 11. sect 22) 
may be employed as a passing-note, ascending or descending, when the minor 6th of the 
key and the key-note are harmony-notes : — 




^ 



Also in a passage descending from the key-note to the 5th of the key in which these 

two are harmony-notes the minor 7th - fib J p^ 

of the arbitrary minor scale may be ^ ^^g" -^- 

employed as a passing-note : — ty -^ -=-- ^ --— - 

6. A single exception from the rule in sect. 2 is, that a passing-note, instead of pro- 
ceeding to the harmony-note next to it, may skip a 3rd to the note on the other ride of such 



■y-'^^r^ 
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harmony-note, when this note to which the skip is made mnst return to the harmony-note 
between the two :— 



P 



i^S 



r 



m 



n n rm „ rj 



p 



i 



7. K more than on^ part at a timd proceed by passing-notefi^ the parts which move while 
other parts sustain must proceed in such progressions with each other as would make pure 
harmony, independently of the sustaining parts : — 



m 







r 



^ ' & 



r 



At those places, however, where the chords change and &11 the parts move together, the 
motion of the accompanying parts fills up any incompleteness in the harmony of those 
parts which proceeds by passing notes ; the 4th between the two top parts at the beginning 
of the second bar in the next example is unobjectionable, because, the lower parts move 
when the upper parts come upon this interval, but the 4th which follows it is faulty, because, 
as only the two top parts move, the lower of these two must be regarded as a bass to the 



• J 1*1 *J J J ^ J _^ 
upper (Ghap. HI. seet. 12). : /^ ] ^^ 3 ^ f^^ ^ f^^ ~^ II 



8. Two parts may proceed by the step of a 2nd in contrary motion from a concord to 
a discord, and this discord may either be resolved by the return of both parts to the concord 

i-*- yg^ j^ 3 ^ ^ or else in both parts it may proceed by 



from which they proceeded- 



P 



liie step of a 2nd in contrary motion, when if the note thus approached be also a discord, 
both parts must continue to proceed in contrary motion until they reach a harmony-note ; 
thus — .ill _-=^ -P: m ^ 

i ^ -^ ^ . "F' ..f.^ f f -r 1- 



<^' ^ I f f r f I P 



\f\\\ f M l 



Eitiier or both of the parts so proceeding in contrary motion, may be accompanied by 
another part proceediog in 3rds or 6ths with it> 



P 



f i Tf f^ 
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f f t r 



m 
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Mf" II f I f f f Nf ^ I II 



or one part may proceed in one direction, ascending or descending, while three other 
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parts proceed in the eontraiy direction in the relation of Ist^ Srd, and 6th to each 
other: — 



i pi i nfi i rr^ i w^f ^' 



i 



^ 



£ 



^ 



^^ 



te 



In tbm Fbse, ob Chbomatio Sttle. 
9. A passing-note may be approached by the step of a 2nd, as in the strict style. It 
may also be approached by leap, and, in this -case, even by an augmented interval : — 



P 



M 






(Chap. ILL sect 2). It must always be quitted by 
the step of a 2nd ; and it may be at either ^ more or 
less accented part of the bar. 

10. If ft passing-note that is approached by leap resolve upon the harmony note below 



it, the passing-note may be at the interval of a tone or a 



semitone from its resolution, according to the diatonic scale :— M^ g 



r a Q 



rP i j^j 



i 



11. If a passing-note approached by leap resolve on the harmony-note above it, the 
passing-note must, when it resolves on the root, the 5th, or the 7th of a chord, be at the 
interval of a semitone from its resolution \-^ 

JIT 




T 



r^=^ 



not 



^m 



m 



W 



When it resolves on the 3rd of a chord it may be at the interval of a tone or a semitone, 



P 



^^ i ^^i^i' ^ r^i^i' ^ i I 



1 



fi >y! '^p 



W^ 



In case of the exceptional leap of a* 3rd from c^ passing-note to the note beyond the 
harmony-note on which it is resolved (Chap, VII. sect 6), if this harmony-note be the roof^ 

the 5th, or the 7th of a chord, the passing-note 'y ^ | ! ' [ '" 1 1 J ■ jj J | rh 



below it must be at the interval of a semitone. 



i 



jyp' ^'^ '^ y 



1 



12, A passing-note approached by the step of a descending 2nd from the root or the 
5th of the chord, and returning upwards to the same note, must be at the interval of a 
semitone from its resolution : — 

W i Jj>J J I...I I J J.J I J i.JJ j 
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13. K in a succession of passing-notes, a chromatic note be taken, the passage must 
proceed by semitones till it reaches a harmony-note, thus : — 

J J j^ J ■, /3 h 1 bJ J JL 



m 



w 



£ 



not thus 



m 



w 



ip^;^ 



and thus — 



^jgjtJtJ i jiLte ^ .^•fl.-s^^^l^^p 



In the following example, the chromatic passing-note, A flat, proceeds by a semitone to 
A natural, which is a fundamental major 9th to the root, and this is resolved upon the 3rd 
(Chap. XI. sect 29) ; as, therefore, the A natural is a harmony-note, here is no exception 
from the rule : — 



m \\7i \i ^ I ^ ^i ^ften written— AZJ j^ -J ^ 



izai 



In the following example, when the key is minor (since the major 9th of the dominant is in 
this case unallowable (Chap. XI. sect. 29) ; the A natural is a chromatic passing-note, and, 
therefore, the passage should proceed by semitones from it, till it reaches B natural, the 
next harmony-note : — - ff^\ ]> \ \ J — 
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14. The harmonic minor scale (Chap. 11. sect. 15) may be employed for a succession of 
passing notes upon the dominant harmony in the minor key, when the interval of the aug- 
mented 2nd (between the 6th and 7th degrees) is unobjectionable (Chap. III. sect 2) :— 
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f 
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•cr -a- ST 

It is also employed, but less frequently, for a succession of passing-notes upon other 
harmonies in the minor key : 









^=^ 



^F=F 



The major 6th and minor 7th of the arbitrary minor scale are also available for passing- 
notes, as in the strict style (Chap. VII. sects. 4 and 6). 

15. The note a semitone below any interval of a chord may be taken by leap as a 
passing-note, if it be resolved upwards, without producing false relation with the harmony- 
note on which it resolves : — 



often 
written 
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A note a semitone above any interval may be taken by descent of a semitone^ if it be 
resolved downwards, without producing false relation with the harmony-note on which it 
resolves : — 




CHAPTER VIIL 
SUSPENSIONS. 



1. SusPENSiOK is the retaining of a note of one chord, while another chord is sounded, 
of which this note forms no portion. Such note must be retained or suspended in the part 
to which it is assigned in the first chord, not newly sounded in a different part ; and it must 
proceed to a note of the chord over which it is suspended :— 




The sounding of the note in the first chord is the preparation of the discord; the suspension 
is the discord, and its progression to a note of the second chord is the resolution of the 
discord. 

It must be understood, that to suspend, retain, or hold on a note from one chord, instead 
of proceeding directly to a note of another chord, is equivalent to one part moving behind 
the time of the rest, and that no note newly sounded in any part is ^ suspended note. The 
D in the following example is therefore no suspension, since it is not held on in the part 
next to the bass, in which the D of the first chord should prepare it ; but newly sounded in 
the top part without preparation : — 

j J II- 

But the following is a 
J^ ^^ suspension of the D : — 
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2. The 9th and the 4th of any note, and the dissonant 5th of the 3rd and 7th degrees of 
the Biajor and the minor key are the only intervals that may be suspended. 
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8. A suspended discord may not be sonnded together 
with the note upon which ft is resolved, except the 
9th, together with the root in the bass : — 




d= 



9th 



^ 



1 



A ^ 



nai 



i 



root. 



And except the 9th, together with the root in an upper part ; and the 4th^ together with the 
drd in either the bass or an upper part, when the root and the 3rd must be approached by 
the step of a 2nd : — 



— — I ^ 
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izr 



■A-^ 



root. 



=F=F 
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ard. 



3rd. 
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r 
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These last exceptions, though admissible, are undesirable, and should only be employed with 
the most careful discretion. In all the exceptional cases the root and the 3rd must be at the 
interval of an 8th firom the resolution of the discord. The suspended 5th on the 3rd and 
7th of the key can never be sounded together with the note on which it is resolved. 

4. A suspended discord always stands instead of the note upon which it is resolved ; 
and where this note may not be taken, the suspended discord that must be resolved upon 
it may not be taken ; thus, since the following progressions of concords are unallowable. 



i 



w 



^ 



=Z2I 



d= 



JOEL 



32: 



^E the following examples of suspended discords. 



which are resolved upon such unallowable concords, are equally unallowable : — 
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5. A suspensibn is accompanied exactly as the note upon which it is resolved would be if 
there were no suspension, subject only to the conditions stated in sect. 3 ; thus, the chord is 
always known by the resolution, the suspended note being inessential to the harmony. 

6. ^e suspended 9th is resolved upon the root of a 
chord. It is accompanied by the root in the bass, the 3rd, 
and the 5th : — 
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root. 
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7. The first inversion of the suspended 9th has the 3rd in the bass. As in the first 
inversion of a common chord the root becomes the 6th to the bass note ; so, in the first 

root. , • root. 

inversion of a suspended 9th, the 9th 
(which is a 2nd above the root) J:)ecomes 
the 7th to the bass-note, and is resolved 
)n)on the 6th : — 
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Though there is no snspended 9tih over those d^rees of the major and the minor key that 
bear not common chords^ the first inyersion of a suspended 9th may be taken over the fimt 
inversion of eitiier of those dissonant triads (Chap. lY, sect 17, 18, 21, 22) :— 




root. 



J I J J 



r- 



rzaac 



-TTS- 



-e^ 



1 



r^ 



^ 






- ^a 



32= 



^ 



=^fc 



^ 



«L 



^ 



i^t 






Tsr 



-fi^- 



i 



8. The second inversion of the suspended 9th has the 5th in the bas^ and may only be 
taken in those three instances in which the second inversion of a common chord is allowable 
(Chap. rV. sect 27). As in the second inversion of a common chord, the root becomes the 
4th to the bass ; so, in the second inversion of a suspended 9tht the 9tihL (which is a 2nd 
above the root) becomes the 6th to the bass-note, and is resolved upon the 4th : — 
• root. 
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9. The last inversion of the suspended 9th has the 9th in the bass. As the 9th is a 2nd 
above the root, the 8rd of the original chord now becomes the 2nd to the baas, and the 5th 
of the original chord now becomes the 4th to the bass ; ihe root may be taken above the 
9th if approached by the step of a 2nd (Chap. Vlll. sect. 3), but it is preferable to double 
either of the other notes rather than to take this. The 7th, 4th, and 2nd being continued 
while the bass is resolved, they become the 8th, 5th, €md 3rd to the resolution : — 
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10. The suspended 4th is resolved on the 3rd : — 



11. The first inversion of a suspended 4th has the 3rd in the bass, which must be 
approached by the step of a 2nd under the condition stated in sect 3. The 4th now becomes 
the 9th to the bass, and is resolved upon the 8th to the bass : — 
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Though there is no dnspended 4ih oyer those degrees of the major and the minor keys that 
bear not common chords, the first inversion of a suspended 4th may be taken oyer the first 
inversion of either of those dissonant triads (Chap. IV. secta 17, 18, 21, 22) : — 
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12. The second inversion of the suspended 4th has the 5th in the bass, and may only be 
taken in those three instances in which the 2nd inversion of a common chord is allowable 
(Chap. IV. sect 27). As in the second inversion of a common chord, the 3rd becomes the 
6th to the bass, so in the second inversion of a suspended 4th, the 4th (which is the 2nd above 
the 3rd) becomes the 7th to the bass and is resolved upon the 6th — 
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13. The last inversion of the suspended 4th has the 4th in the bass, which is resolved 
upon the 3rd of the original chord, and this, being in the bass, bears a first inversion. The 
3rd and 6th to the bass, in the first inversion of a concord, now become the 2nd and 5th ; 
these being retained while the bass is resolved, they then form the first inversion of a 
concord :— ^ i o 
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Though there is no suspended 4th over those degrees of the major and minor keys that bear 
not common chords, the last inversion of a suspended 4th may be taken, which will resolve 
upon the first inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) : — 
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14. The dissonant 5th on the 3rd and 7th of the key is resolved upon the 6th of the 
same bass-note ; this 6th being the root of the original chord, the 5th is virtually the 7th ; 
it can, however, never be taken as a 7th, but only in this form of a 5th, so that its resolution 
produces the first inversion of a common chord : — 
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Oa any other basa-note besides these 4wo, the 5th is a concord, and is free to proceed to the 
6th or any other note ; on the 3rd and 7th of the key, this interval, as a suspended discord, 
must be resolved upon the 6th :— 
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15. Any suspension may, previous to its resolution, leap or proceed by step of a 2nd 
to a consonant note of the same chord, but must return to its resolution before the harmony 
changes : — 
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2%i9 rvh aho applies to all other discords. 

Double Suspensions. 

16. The 9th and 4th may be suspended together, in the original position of a chord, or 
in any of its inversions. The rules for their treatment are then precisely the same as when 
either of them is taken separately :— ^ 
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17. The dissonant 5th on the 3rd and 7th of the key may be accompanied with the first 
inversion of a suspended 9th, which resolves upon the 6th to the bass, when the dissonant 
5th rises to the same note : — 
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A dissonant 5th on the 3rd of the key may be accompanied also with the first inversion of a 
suspended 4th, which is resolved together with the inverted 9th and the dissonant 5th:— 
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Suspension of Complete Chords. 

18. When the progression of roots is by the rise of a 4th (as C to P, D to G, &c.), the 
whole of the first chord may be suspended over the bass of the second, whether this bass be 
th« root or the 3rd of the chord. In this case — ^there being suspended su£Scient notes to 
define the chord that prepares them, — ^the notes are regarded not with reference to the bass 
over which they are suspended, but to the chord that prepares them, and they proceed just 
as they would were there no suspension, provided only that no part move more than a 2nd : — 
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This rule applies not only to concords, but to all the discords hereafter described. 



19. A fundamental discord (Definitions, sect. 19) may be prepared in one position, and 
suspended in another : — 
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or any notes, derived from the same root, may be introduced in the suspension which were 
not in the chord that prepared it ; thus : — 




CHAPTER IX. 

CHOEDS OF THE DISSONANT FIFTH. 

1. Passinq-NOTES and suspenaons form no portion of chords, and thus are inessential to 
the harmony. The discords hereafter described form constituent portions of chords, and 
are thus essential to the harmony. 

2. Every diatonic discord of this* class is resolved upon a chord, the root of which is a 
4th above the root of the discord. 

3. The dissonant 5th on the 3rd degree of the minor and the major key (besides being 
taken as a suspension, which is resolved while the rest of the chord continues) (Chap. YIIL 
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sect 14), may be taken as an essential discord, wliich is resolved when the entire chord 
changes:^ 




4. The chord of the augmented 5th on the 3rd degree of th6 minor key is resolved upon 
the chord of the submediant. The 5th is the discord which, in whatever position it appears, 
must be prepared, and must be resolved upon the 3rd of the following chord. This is accom- 
pai^ed with the root and the 3rd, either of which may be doubled, but it is preferable to 
double the 3rd rather than the root (Chap. X. sect 7) : — - • 




j »j I »j j II j >j nJ j 



f I I F M f f II 



5. The first inversion of this chord has the 3rd in the bass ; the root then becomes the 
6th to the bass, and the augmented 5th (the dissonant note) is the 3rd to the bass, and must 
rise to the 3rd of the next chord : — 
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6. The triad on the 3rd of the major key is resolved upon the chord of the submediant. 
The perfect 5th is a discord which must be prepared, and must be resolved upon the 3rd of 
the following chord. This is accompanied with the root and the 3rd, either of which may 
be doubled, but it is preferable to double the 3rd rather than the root : — 
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This chord is dissonant only when it has the root in the bass* In its first inversion it is 
available as a concord (Chap. IV. sect 18). 

7. The diminished 5th on the 2nd degree of the minor key ms^y be. taken as an essential 
discord, but this may never be used unless accompanied with the 7th (Chap. X. sect 9). 
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CHAPTER X. 
CHOEDS OF THE SEYENTH. 
1. A chord of the 7th consists of a triad with a 7th added 
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2. A diatonic chord of the 7th must be resolved upon a chord, the root of which is a 4th 
above the root of the discord, and this second chord may be a concord or another prepared 
discord:^ 
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(Chap. IX. sect. 2). The first inversion of a chord of the 9th (Chap. XL sect. 6) presents 
an apparent but not a real exception from this rule, 

3. The 7th is the dissonant-note, which, in whatever position it may be, must be pre- 
pared, and must be resolved upon the 3rd of the following chord. Its resolution may be 
delayed by its being suspended ds a 4th (^Chap. VIII. sect 10), 

4. A chord of the 7th, having three notes besides the root, has three inversions ; the 
second inversion, however, is unavailable. 

5. The first inversion of the chord of the 7th has the 3rd in the bass. The root is then 
the 6th to the bass, the 7th is the 5th to the bass (requiring the same resolution as in its 

original position), and the 5th is the 3rd to the bass :- 
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6. The last inversion of the chord of the 7th has the 7th in the bass, and it must be 
resolved upon a first inversipn of a chord on the note below. The root is then the 2nd to 
the bass, the 3rd is the 4th to the bass, p \ 
and the 5th is the 6th to the bass : — ■^- "^ 
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7. A 7th may be added to the chord of the augmented 5th on the mediant of the minor 
key (Chap. IX. sect. 4). when both the 7th and the 5th hare the same treatment as either 
would hare without the other : — 
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8. A 7tli may be added to the triad on the mediant of the major key (Chap, DC. sect. 6), 



Digitized by 



Google 



Chap. X. 



CHORDS OF THE SEVENTH. 



37 



when both the 7th and the 5ih have the same treatment as either would have without 
the other :-— 
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In the inversions of this chord, the 5th is not a discord, and tbe 7th only has to be pre- 
pared and resolved : — 



ffpf¥ 



^ 



s 






f 



9. A chord of the 7th may be. taken on the second degree of- the minor key, in which 
the 5th as well as 7th is a discord (Chap. DL 
sect. 7). The 7th has the same treatment as in 
every other instance ; the 5th must be prepared 
and must be resolved upon the root of the follow- 
inj? chord : — 



^ '''' iiiilU 



m 



m 



? 



IZSC 



In the inversions of this chord the 5th is not a discord, and the 7th only has to be prepared 
and resolved : — 
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10. As there is no common chord upon the leading-note, there can be no chord of the 
7th upon the subdominant (Chap. X. sect 2), except in one of the repetitions of a sequence 
(Chap. VI. seds. 2 and 3). As, however, the first inversion on the 2nd of the key is available 
as a concord (Chap. IV. sects. 17, 21), the last inversion 
of a chord of the 7th on the subdominant may 
taken and resolved upon such first inversion : — 
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11. As there is no common chord upon the 3rd of the major key, there can be no chord 
of the 7th on the leading-note (Chap. X. sect 2), except in one of the repetitions of a 
sequence (Chap. VL sects. 2, 3). As, however, the first inversion on the 5th of the major 
key is available as a concord (Chap. IV. sect. 18), the last inversion df a chord of the 7th on 
the leading'Uote may be taken and resolved upon such first inversion : — 



The Dominant 7th. 

12. A chord of the 7th on the dominant may be taken without preparation ; but it is 
resolved, like prepared -chords of the 7th, on a chord of which the root is a 4tt above the 
root of the discord, — ^that is, on the chord of the key-note. The first inversion of the chord 
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of the 9th of the mediant consists of the same notes as the chord of the 7th of the dominant 
and its different resolution is regarded by some as an exceptional treatment of the dominant 
harmony (Chap. XI. sect 11). 

13. This chord consists of the root, the major 3rd, the perfect 5th, and 
the minor 7th, which intervals distinguish it from every other chord of the 
7th, formed of the notes of the diatonic scale : — 

14. In this chord, the 3rd (which is the leading-note), as well as the 7th, requires to be 
resolved. The root and the 5th, which form a perfect interval with each other (Chap. I. 
sect. 9), are free in their motion, provided they break none of the rules for the progression 
of parts. 




15. The 3rd, in the chord of the dominant 7th, must rise a 
2nd to its resolution, while.the 7th falls a 2nd : — 
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16. Unlike all other diatonic chords of the 7th, that of the dominant may be taken in 
the second inversion, when the 5th of the original chord is the bass-note, J ^ 

the 3rd is the 6th to the bass, the root is the 4th to the bass, and the ^ i ^ ? ^5t HH 
7th is the 3rd to the bass : — ' cT ^6 

17. The bass, in this case, is restricted in its progression as in the second inversion of a 
concord (Chap. IV. sect. 29) ; thus, it may fall a 2nd or rise a 2nd : — 
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18. When the bass of a second inversion of a chord of the 7th rises one degree to the 
3rd of the following chord, the 7th may also rise one degree to the 5th of the following 
chord : — 
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This treatment of the interval of the 7th forms a single exception from the rules previously 
given for the resolution of discords (Chap. IIL sect 17 ; Chap. X. sect 15). 

19. In the second inversion of the chord of the dominant 7th, the root may be omitted, 
and then, but then only, the 7th may be doubled ; in this case, while one 7th falls to the 3rd 
of the next chord, the other may rise to the 5th, or may even leap upwards to the root of 
the following chord : — 
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The notes of this chord are identical with those of a first inversion on the 2nd of the key 
(Chap. IV, sect 10, 21), and it is always discretionary to treat it as such, when its pro- 
gression is free ; or as an inversion of the dominant 7th, when it is resolved upon the chord 
of the key-note : — 
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20. When the 7th is in the bass, it may not be approached by leap downwards, 

Im T , ^ 1 1 ^'^* ^^y ^* ^^ ^^^ upwards, 3 r j| JT^j^lT ^^ ^^ ^^ ^^ ^ ^^^ 
upwards :- ^^^^^^ 



downwards or 

%* This nUe applies to aU unprepared discords when taken in tfie basis. 



The Supeetonic 7th. 

21. A chromatic chord of the 7th on the Supertonic may be taken without preparation. 

22. This chord consists of the chromatic common chord on the supertonic (Chap. IV. 
sect 32), with the addition of the 7th ; and its 
intervals are thus the same as those of the chord 
of the dominant 7th : — 






23. The progression of this chord and the treatment of the 3rd are bound by the rule 
for the chromatic common chord on the same note (Chap. IV. sect. 32). 

24. The 7th in this chord must either fall a 2nd (as in other chords of the 7th), or 
remain to be a note of the following chord : — 
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25. When the 7th remains to be a note of the following chord, it may be doubled ; and 
then one of the two 7ths is free to leap as a concord : — 




It is also allowable, without doubling the 7th, to 
make it leap as a concord, provided the 5th in the 
chord of the 7th proceed to that note in the 
following chord which was the 7th in this : — 
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26. In the second inversion of this chord the root may be omitted, and then the 7th may 
be doubled, as in the second inversion of the dominant 7th (Chap. X. sect. 19) :— 




27. When this chord is followed by the dominant 7th (its 3ixl falling a chromatic semi- 
tone to the 7th of the following chord), it is allowable for the 7th to rise one degree to the 
5 th of the following chord, provided the 5th in the 
first chord jproceed to the 3rd in the second chord ; 
this, however, must be regarded as an exceptional 
progression, and should therefore be but rarely em- 
ployed : — 
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The Tonio 7th. 

28. A chromatic chord of the 7th on the Tonic may be taken without prepaijation, in 
either the major or minor key. 

29. This chord consists of the major common chord of the key-note (in which in the 
minor key the 3rd is chromatic), with the addition of a minor 7th (which in the major key 
is- chromatic), and its intervals are thus the same a« those of the chord of the 
dominant 7th : — 
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30. In order not to induce a modulation into the key of the subdominant, this chord 
must be followed either by a dominant discord, or by a supertonic discord: — 




31. The 3rd in this chord may never 
It must either rise a minor second : — 

or rise a major 2nd : — -Jft^'< ■ M«-lh 



^w 




^^°^-^ ^_iJ4-^ 



- or fall a chromatic semitone : — ■- 



^m 



tes 



frlF=t 



^ 



IS 



m 



«* 



32. The 7th in this chord must either rise a chromatic semitone : — ' 
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33. In the second inversion of this chord the root may be omitted (as in the dominant 7th, 
Chap. X. sect 19), but the 7th may not here be doubled : — 




34. When this chord is followed by the dominant 7th (its 7th rising a chromatic semin 
tone to the 3rd of the following chord), it is allowable for the 3rd to fall one degree to the 

5th of the following chord, provided the 5th in . , | | ^ 

the first chord proceed to the 7th in the second [ | '/ k rJrj E: — ^ ^k^ 
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CHAPTER XL 



CHOEDS OF THE NINTH. 
1. A CHORD of the 9th consists of a chord of the 7th with a 9th added to it : — 



2. A diatonic chord of the 9th must be resolved on a concord or discord, the root of 
which is a 4th above the root of the first chord (Chap. X. sect 2) : — 
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3. The 9th is a dissonant note, which, in whatever position it may be, must be pre- 
pared, and must be resolved upon the 5th of the following chord. 

4. The root of the chord may only be soimded in the bass, and is consequently omitted 
in all the inversions. 

5. The rest of the notes bear the same treatment as in the chord of the 7th, save that 
the 5th (which, if placed below the 9th, stands at the interval of a 5th from this note) 
requires to be written with care, to prevent the part in which it stands from proceeding in 
5ths with that which has the 9th. To avoid such faulty progression, the 5th may rise to 
the 3rd of the following chord : — 




or to the 5th: — < 



ijg-j-j I j r[._ 






I 



m 



m 



=C2= 



oaz 



i 



Digitized by 



Google 



42 



CHOKDS OF THE NINTH, 



Chap. XI. 



or, being placed above the 9th, it may proceed in 4th8 with this note : — 



frFwwmm 



m 



ZS2Z 



or it may be 
omitted : — 
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6. The chord of the 9th, having four notes besides the root> has four inversions ; the last 
inversion, however, is unavailable. As the root of the chord of the 9th is omitted in all the 
inversions (Chap. XI. sect. 4), the first inversion of this chord consists of the same intervals 
as the chord of the 7th, in its original position; the second inversion of the 9th, of the same 
as the first inversion of the chord of the 7th ; and the third inversion of the chord of the 
9th, of the same as the second inversion of the chord of the 7th : the inversions of the chord 
of the 9th are distinguished from those of the chord of the 7th, by their resolution. This 
combination of notes, however approached, may be r<»solved either as a complete chord of 
the 7th (direct or inverted), or as a chord of the 9th with the root omitted (Chap. X. 
sect 4) : — 

9th, lat inversion. 



»th, lat inversion. 7th. 9th, 2nd in vers. 7th, 1st invers. 9th, 3rd invers.* 
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7. When the root of the chord of the 9th is omitted, the 7th (except when it is the 
bass-note) ceases to be a dissonance, and therefore needs neither preparation nor resolution. 
When, however, the 7th of the chord (being the leading-note or the subdominant) forms a 
dissonance with the 3rd of the chord, the rules for its preparation and resolution must be 
observed. 

8. The first inversion of the chord of the 9th has the 3rd in the 
bass ; the 9th is then the 7th to the bass, the 7th is the 5th to the 
bass, and the 5th is the 3rd to the bass : — 

9. The second inversion of the chord of the 9th has the 5th in the bass, and it must be 
resolved upon a first inversion of a chord on the note next above. 
The 9th is then the 5th to the bass, the 7th is the 3rd to the bass, 
and the 3rd is the 6th to the bass : — 
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10. The third inversion of the chord of the 9th has the 7th in the bass (which, being a 
dissonance with the 4th above it, must be prepared), and it must be resolved on the first 
inversion of a chord on the note next below. The 9th is then 
the 3rd to the bass, the 5th is the 6th to the bass, and the 3rd 
is the 4th to the bass : — 
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♦ Not available as the second inversion of a chord of the 7th (Chap. X. sect 4). 
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11. The chord of the 9th on the 3rd degree of the major or minor key^ when the root is 
omitted, appears as the chord of the dominant 7th; and the resolution of this upon the 
chord of the submediant is a progression so conmiony that it is frequently regarded as an 
exceptional treatment of the dominant harmony. Whenever the chord of the dominant 7th 
is employed, it may either be resolved (ac- ^ 
cording to its own rule) upon the chord of I 
the key-note, or (according to this rule) ) 
upon a chord of which the 6th degree of j 
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the key is the root {Chap. X. sect 12) : 
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Thb Dominant Minor 9th. 

12. The chord of the- minor 9th on the dominant may be taken without preparation in 
either the minor or major key, being diatonic in the former, and chromatic in the latter. 

13. This chord consists of the' chord of the dominant 7th (Chap. X.' 
sect 13) with a minor 9th added to it : — 

14. The 9th may be resolved (after the manner of a suspended discord), while the rest 
of the chord remains ; or it may be resolved with the rest of the chord upon a chord having 
another root : — 
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15. If resolved while the rest of the chord remains, the 9th may proceed either to the 
root or to the 3rd of the chord : — 
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Besolved <m the Boot of the same Chord. 

16. If the 9th resolve upon the root of the same chord, the root should not (save in 
some very rare cases) be sounded in any of the upper parts together with the 9th; the root 
-is consequently omitted in all the inversions of the chord. 

17. In this form, the chord of the dominant 9th may be employed in all its four 
inversions. 



18. The first inversion has the 3rd in the bass, when the 9th and 3 p- j l ^^J ^^ 
root are successively the 7th and 6th to the bass : — ^ W- -& 



19. The second inversion has the 5th in the bass, when the 9th 3 | 
and root are successively the 5th and 4th to the bass : — V^ " 
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20. The third inveisian has the 7th iu the hass^ when the 9th and 
toot aie Boocesaiyely the 3id and 2iid to the bass : — 



P 



Chap. XL 



1 



21. The last inyersion has the 9th in the bass, which is aocom- ^ 
panied with the 2nd, 4th, and 6th, and these lemain as the 3rd, 5th, ^p 
and 7th, when the bass is resolved : — ^ 

JRewlved on the 3rd of the mme Chord* 

22. If the 9th resolve npon the 3rd of the . 

same chord, it may either rise a 2nd, or foil a ^ ^^ \^ ^^k^ F 



1 



^p 



J q. 



M 



7th to its resolution : — 

23. When the 9th is thns resolved, the 3rd must not, in any of the parts, be sounded 
together with the 9th ; but the root and 7th should both be sounded with tiie 9th (C3iap. 
XL sect 25). 

24. As the 3rd may not be sounded, the first inversion of the chord in this form is 
unavailable. The other three inversions are but rarely employed. 

25. When the 9th is resolved upon the 3rd of 'the 
same chord, the root may be taken instead of the 7th ; 
and then it must proceed to. the 7th, at the same time as 
the 9th proceeds to the 3rd : — 
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Besolved on a Chord derived from another Boot, 

26. If the 9th resolve with the rest of the chord, the chord of 
the dominant 9th must be resolved upon the chord of the key-note, 
and the 9th must &11 to the 5th of the following chord : — 
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27. Under this treatment of the chord the root may not appear in any part but the 
bass, and is consequently omitted in all the inversions. The first inversion^ therefore, con- 
sists of the leading-note with its 3rd, 5th, and 7th, which last being a diminished 7th, the 
combination is often called the " chord of the diminished 



combmation is often called the " chord of the dmiimshed g I H . J II . iL I I ^ J t " TT 
7th,"its derivation from the real root being disregarded :— TO If II ^ " '^ " '^ T^ 



28. In resolving the last inversion, care must be taken that 
the 4th to the bass (the 5th of the original chord) proceed -not 
to the root of the next chord, progressing thus in 4ths with the 
bass (Chap. IU. sect. 12) :— 



m 



4^ 



m 



to avoid this fault, the 4th should rise either to the 3rd or 5th of the following chord : — 

i 
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Thp Dominant Majob 9th. 

29. A chord of the major 9th on the dominant may be taken without preparation^ but 
in the major key only. I 

30. This chord consists of the chord of the dominant 7th with a major 9 S-^^ 
9th added to it :— jjP p " ^ 

31. The 9th may be resolved on the root or the 3rd, while the rest of the chord remains ; 
or it may be resolved on a chord having another root 

Jteiolved on the Boot of the 8ame Chord. 

32. The root may not be sounded in any of the upper parts together with the 9th ; it is 
consequentiy omitted in all the inversions of J- J J. J J. J 



the chord, imtil it appears as the resolution J ? g= n g i i 

of the 9th:— ^^ ^ Z '^ 



33. The major 9th should, not be sounded below the 3rd, and it cannot, therefore, when 
resolved upon the root, be employed in the bass ; the last inversion of the chord is con- 
sequently unavailable. 

34. In other respects, the rules for the resolution of the minor 9th upon the root apply 
also to the major 9th (Chap. XI. sects. 16 to 21). 

Resolved on the 3rd of the same Chords 

35. The rules for the resolution of the minor 9th upon the 3rd of the same chord apply 
also to the major 9th (Chap. XL sects. 20 to 25) ; except that the inversions of the chord 
v^rith the major 9th are more frequently employed than those of tiie chord with the 
minor 9th : — 




Be99lved on a Chord derived from another Boot, 



36. The chord of the major 9th on the dominant is resolved | 
upon the chord of the key-note, when the 9th falls to the 5th 
of the following chord : — 



yi=fa: 



&f^ 



37. The root is omitted in all the inversions. The major 9th should not be sounded 
below the 3rd, and thus the last inversion is unavailable : — 
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The Supeetokio MmoB 9th. 

88. A chromatic cliord of the minor 9th on the supertonic may be taken without pre- | 
paration, in either the minor or major key. ^ 

39. This chord consists of the chromatic chord of the 7th on the supertonic (Chap. X. 

sect. 21), with the addition of the minor 9th; and its inter- . , 

vals are thus the same as those of the chord of the dominant ^ ^ g ^ ^ 



w^ 




i 



minor 9th : — 

40. As in the dominant chord, the 9th may be resolved on the root or the 3rd of the 
same chord ; or it may be resolved on a chord derived from another root. 

41. If resolved on the root or the 3rd of the same chord, the supertonic minor 9th 
follows all the same rules as the dominant minor 9th (Chap. XL sects. 16 to 25). 

42. If resolved on a chord derived from another root, the supertonic minor 9th (like the 
chromatic common chord and chord of the 7th on the same note) must be followed either 
by a dominant discord, or by an inversion of the chord of the key-note : — 



Mi f 'f I f F II f ip ^ ^m 
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43. The 9th in this chord must either fall a 2hd (as in other chords of the 9th), or 
remain to be a note of the next chord : — 




or rise a chromatic semitone : — 




■^ :0- -0- -^ -^ ■#--#--#- -^ -^ 
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*«* In the mvernons of this chyrd^ tlie minor Qth is sometimes written as a chromaiic 
semitone above the root (Chap* 11. sect. 24) : — 




The Supebtonio Majob 9th. 

44. The chromatic chord of the major 9th on the supertonic may be taken without pre- 
paration, but in the major key only. 
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lord of the 7th ^ J J I W H - 
jor 9th :- gr-f ?j I j g M E 



45. This choid consists of the chicmatic chord < 
on the sapertonic, with the addition of the major i 
and its intervals, therefore, are the same as those of the chord of the dominant major 9th. 

46. The 9th may be resolved while the rest of the chord remains, aooording to the rules 
for resolving the dominant major 9th (Chap. XL sects.. 31 to 35). 

47. If resolved on a chord derived from another root, the same rule applies to this chord 
as to the snpertonic minor 9th (Chap. XL sect. 42). 

48. The 9th must either fall a 2nd (as in other ,chords of the 9th)9 or remain to be a 
note of the next chord : — 
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49. The rule for the omission of the root, and for the relative position of the 3rd and 
major 9th of the dominant (Chap. XL sect. 37), applies also to this chord, which has also 
the same available inversions : — 
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The Tonic Minob 9th. 

50. The chromatic chord of the minor 9th on the key-note may be taken without pre- 
paration, in either the minor or major key. 

51. This chord consists of the chromatic chord of the 7th on the key-note (Chap. X. 
sect. 29), with the addition of a minor 9th (which is always chromatic), and its intervals are 
thus the same as those of the chord of the dominant minor 9th : — 



i 



w 



£ 



^ 



52. As in the dominant and supertonic chords, the 9th may be resolved on the root or 
the 3rd of the same chord ; or it may be resolved on a chord derived from another root. 

53. If resolved on the root or the 3rd of the same chord, the tonic minor 9th follows all 
the same rules as the dominant minor 9th (Chap. XL sects. 16 to 25). 
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54. K resolved on a chord derived &om another root, the tonic minor 9th (like the 
chromatic chord of the 7th on the same note) must be followed by a^ dominant discord, or 
by a supertonic discord : — 




55. The 9th in this chord must either rise a chromatic semitone, or it may fall a 2nd, 
provided the root be not retained as a note of the following chord (see Examples to Sect. 54). 

The Tonio Major 9th. 

56. The chromatic chord of the major 9th may be taken on. the key-note without pre- 
paration, in either the major or minor key. 



57. This chord consists of the chromatic chord of the 7th 2fc 



m 



on the key-note, with the addition of the major 9th: 

and its intervals are thus the same as those of the chord of the dominant major 9th. 

58. The 9th may be resolved while the rest of the chord remains, according to the rules 
for resolving the dominant major 9th (Chap. XI. sects. ^1 to 35). 

59. K resolved on a chord derived from another root, the same rule applies to this chord 
as to the tonic minor 9th (Chap. XL sect 54). 

60. The 9th must then either remain to be a note of the next chord : — 



W 
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^..„- or it may fell a 2nd, 

: ll provided the root be 

not retained as a 

izzni iiote of the follow- 

-^-11" ing chord : — 




CHAPTER XII. 

CHORD OF THE ELEVENTR 

1. The chord of the 11th on the dominant may be taken without preparation. 

2. This chord consists of either the chord of the minor 9th, or the major 9th on the 
dominant with the addition of an 11th, — but either q] ^iu^J ^l l i 
the 3rd or the 5th must be omitted when the 11th - fl) 1 ^^ ^=^ I I ^^ l l ^ ~if~ 
is sounded : — -c^ ^ -S* S" 

*3. The 11th may be resolved (like the 9th), while the rest of the chord remains: — 
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or it may be resolved (also like the 9th) with the rest of the chord, upon a chord having 
another root : — 




4. If resolved while the rest of the chord remains^ the 11th may be resolved either upon 
the Srd, or upon the 5th of the chord. 

Heaolved on the Srd of the same Chord. 

5. If the 11th resolve upon the Srd, the 3rd must in no case be sounded together 
with the lltL In this form the 11th somewhat 



i } ^ ^ I 'l^j ^ 
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resembles the suspended 4th; but it differs from 
that discord in so much as it needs not preparation ; 
and in so much as, when the 11th is resolved, 
there should still remain one or more dissonant 
notes of the domioant harmony : — 

6. When the root is omitted (Chap. XI. sect. 16), as well as the 3rd, the 7th ceases to 
be a dissonant note, and thus in all the inversions of this form of the chord, the 7th is tree 
in its progression. 

7, The first available inversion has the 5th in the bass, when the 11th is the 7th to the 
bass, the 9th is either the diminished or the perfect 5th to the bass (according as it is the 
minor or the major 9th), and the 7th is the 3rd to the bass. The bass of this inversion may 
either remain, or rise to the root, when the 11th and the 9th are resolved:— 



j^jjlj j l j ll ftiltjjl j lljj l jj l ^ l lf^ ^ 



t^'FMFflF i ' ff l i f l f l Ff l f^lpl l Ff l if^lp ' ' 



8. The next inversion has the 7th in the bass, when the 11th, 9th, and 5th of the 
original chord are the 5th, 3rd, and 6th to the bass. In this form the chord is named by 
some theorists " the chord of the added 6th " : — ' 




9. The next inversion has the 9th in the bass, 
when the 11th, 7th, and 5th of the original chord are 
the 3rd, 6th, and 4th to the bass. When the 9th is 
major^ this inversion can rarely be used with good 
effect :— 
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10. The last inversion has the 11th in the bass> when the Qth, Tth, and 5th of the 
original chord are the 6th, 4th, and 2nd to the bass : — 



ii j i' j J i J "J i ' J J i J II 



Resolved on the bih of the mme Chord. 

11. If the llth resolve on the 5th of the same chord, the 5th may not, except in one 
instance (Chap. XIL sect 16) be sounded together with the llth. 

12, The 3rd mai/ be soimded together with the llth, but this form of the chord is rarely 
employed: — 
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13. It is more common for the 9th to rise to the 3rd, when the llth rises to the 5th* 
In this form of the chord, the root and the 7th must be sounded, the 3rd and the 5th must 
be omitted : — 
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14. The first ayailable inrersion has the 7th in the baas, when the llth, 9th, and root 
are the 5ih, 3rd, and 2nd to the bass : — 



ii . ^I iMn^ "i fir f'F " 



15. The only other available inversion has the 9th in the bass, when the llth, 7th, and 
root are the 3rd, 6th, and 7th to the bass : — 
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16. This form of the chord may also be taken with the 5th in the bas&, provided such 
bass-note descend to the root when the llth and 9th proceed to the 5th and 8rd : — 



J J q 




17. When the llth and 9th proceed to the 5th and 3rd, the root may be taken instead 
of the 7th, and then it must fall to the 7th at the same time as the 9th and the llth are 
resolved (Chap. XI. sect. 25) : — 
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Be9olved on a Chord derived from another Root 

18. If the llih be resolved with the rest of the chord, the chord may be resolved npon 
tlie chord of the tey-note, or upon a supertonic discord. 

19. In this form of the chord, the root can only be sounded in the bass ; the 3rd must 
always be omitted ; the 5th must not descend to that note in the following chord which was 
the 11th in this (Chap. III. sect. 17) ; and the 7th may fall a 2nd, rise a 2nd, or rise a chro- 
matic semitone, — and, when the root is omitted, it is free to Ml a 4th or rise a 5tL (Chap. 
Xn. sect 6.) 

20. The first available inversion has the 5th in the bass : — 
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21. The next inversion has the 7th in the b«tss : — 
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22. The next inversion has the minor 9th in the bass : — 
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23. The last inyersioii has the 11th hi ike bass :-^ 



Chap. XIII, 
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CHAPTER XIII. 

CHOEDS OF THE THIETEENTH. 
The Dominant Minor 13th. 

1. A Chobd of the minor 13th on the dominant may be taken without preparation. 

2. This chord consists of the chord of the dominant 11th (Chap, XTL sect. 2), with the 

id 



the9thandllth: 



fc 




addition of the minor 13th : — 2 V^p =: i ^^* *^® ^^^^ ^^^ 3rd are more frequently taken than 

^j ^ and in this case the 7th is not unfrequently omitted: 3 pg = p 



3. The 13th (like the 9th and the 11th) may be resolved, while the rest of the chord 
remains ; or it may be resolved (also like the 9th and the 11th) with the rest of the chord, 
upon a chord having another root : — 




4. If resolved while the rest of the chord remains, the minor 13th on the dominant can 
only be employed in the minor key ; the 13th may be resolved either upon the 5th or upon 
the 7th of the chord. 

Resolved upon the bth of the same Chord. 

5. If the 13th resolve upon the 5th, the 5th must not be sounded together with the 
13th, and the 13th should not be sounded below the 7th : — 
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6. If the 7th be omitted, the root must proceed to the 7th when the 13th goes to the 5th : — 
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7. If the root, the 3rd, and the 5th be omitted, this chord appears as a chord of the 7th 
on the subdominant, the 13th being the 7th to the bass, — ^the llih the 5th to the bass, — 
and the 9th the 3rd to the bass. The bass, which is the 7th of the original chord, is th^i 
free in its progression (Chap, XTT. sect 6) : — 
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. Besdved on the 7th of the same Chord. 

8. If the 13th resolve upon the 7th, the 7th must not be sonnded together with 
the 13th :— 




Mesolved on a Chord derived from another Boot, 

9. The chord of the nunor 13th on the dominant is resolved upon the chord of the key- 
note ; it may be employed in both the minor and the major key* 

10. The 13th may remain to be the minor 3rd of the following . i ^ I ,_ 
chord, when the 7th may not be sounded together with the y X\>'\> i[g ^ 1^ 
13th (Chap. IIL sect 17) :*— U =^^^^ 



or it m|iy rise a chromatic semitone to the major 3rd of the 
following chord: — 

*»* In thi% latter case it m more common to write the miiwr IZth 
aa an augmented 5th to the root (Chap. 11. sect 24) :t — 
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* In this form, the chord of the minor 13th is identical with the suspension of the augmented 5th (Chap. YIII, 
sect. 14), differing from it only in requiring no preparation, when its use is restricted to the free style (Defin. 
sect. 22). When accompanied with the 3rd and 5th (Chap. XIII. sect. 12) the chord is identical with the douhle 
suspension of the augmented 5th and the inverted 9th (Chap. YIII. sect. 17), but its use, as an unprepared 
discord, is restricted to the free style. 

t In this form, the chord of the minor 13th (as thus frequently written) resembles the chord of the augmented 
6tb on the mediant of the key of E minor (Chap. IX. sect. 4) ; but it differs from that chord in requiring no pre- 
paration ; in never having its 3rd doubled, because this is the leading-note ; in being accompanied with the minor 
7th, whereas the diatonic discord may be accompanied with the major 7th (Chap. X. sect. 7) ; and in being 
resolved upon the chord of the key-note, whereas that chord is resolved upon the chord of the submediant. 
However familiar the chord of the minor 13th may be with this notation,, and however expedient may be the 
use of this notation on account of such familiarity, there are sufficient examples, in the works of the great masters, 
of the note written as a 13th, and not as a 5th to the root, to prove their belief in its fundamental origin. The 
naming of the note is of secondary importance, but the knowledge of its derivation is essential to a clear idea 
of its treatment. I refer musicians for imanswerable arguments on this subject, and on that of the chord of the 
1 Ith, to the " Treatise on Harmony** of Alfred Day. 
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11. The minor 13th loay be accompanied with the root and 3rd only :-— 
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12. The minor 13th may be accompanied with the root^ 3rd, and 5th, but it is then 
mostly employed in the last inversioliy haying the 13th for the bass : — 
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13. The minor 13th may be accompanied with the root, 3rd, and 7th, when it must be 
sounded above the 7th. In this form it can only be employed in the major key : — 



rlrl|r- | |; ; ; If;: li t f fif ^f li^ 



14. The minor 13th may be accompanied with the minor or major 9th, iu addition to 
ihe intervals last described : — 
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15. The 13th (however accompanied, except when the 5th is sounded against it), may 
leap a 3rd to the root of the following chord : — 
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The Dominant Major 13th. 

16. A chord of the major 13th on the dominant may be taken without preparation in 
the major key only. 

17. This chord consists of the same intervals as that of the minor 13th, except that 
the 13th is major instead of minor. In this chord p ^} , ^] 
any note, except the 7th, may be omitted (Chap, ( k t ^ = ^^ E 
Xin. sect. 2^ :— ^^ — : ~ ~ 



1 



Xin. sect. 2): _ ^ _ _ 

18. The major 13th may resolve Mite the minor 13th, on the 5th or on the 7th of the 
same chord (Chap. XDI. sects. 5 to 8) : — 
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19. The chord of the major 13th on the dominant 
may be resolved on the chord of the key-note ; when 
13th must leap a 3rd to the root of the following chord 

The Supertonio Minor 13th. 

20. A chord of the minor 13th on the supertonic may be taken without preparation in; 
both the major ^Mid minor key. 

21. This chord consists of the chord of the minor or major 9th cm the same note 
(Chap. XI. sects. 39 and 45), with the addition of the minor 13th ; but any of the notes, 
except the 13th and the 3rd, may be omitted. 

22. The 13th of the supertonic is rarely resolved while the rest of the chord remaina 

23. The chord of the minor 13th on the supertonic is resolved upon ,a dominant discord 
or upon a tonic discord. 

24. If the chord resolve upon a dominant discord, the 13th rises a chromatic semitone 
to the 3rd of the following, chord. In this case the 7th must be omitted {since its resolution 
would induce the doubling of the leading-note) (Chap. IV. sect 3) ; the 5th is rarely 
employed; and it is not desirable to have 
the 9th in the chord : — 



§ii \ i j.4 i-^h* .. 



I 
25. If the chord resolve upon a tonic discord, the 13th remains to be the 7th of the 

following chord : — 



' j? j j I i4 jij.1 j ! i j j I j^iJ Ji i| i i d U^^+Hi*^ 



^ 



■#- •«--•-#- i^- 



^1 



1 



^ 
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The Tonic Minob 13th. 

26. A chord of the minor 13th on the key-note may be taken without prejiaration in 
both the major and minor key. 

27. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XL sects. 51 and 57), with the addition of the minor 13th. 

28. The 13th may resolve on the 5th or on the 7th of the same chord, according to the 
same roles as the dominant 13th (Chap. XTTI. sects. 5 to 8). 

29. The chord of the minor 13th on the key-note is resolyed upon a dominant discord, 
or upon a supertonic discord. 

30. If the chord resolve upon a dominant discord, the 13th may fall a 2nd to the root of 

the next chord : — 

I lJ 



ilJilTiiiiiiJ'f-Ttr 



or remain to be the minor 9th of the next chord : 



jj i lj i j ii j i ^fa ^ 



or rise a chromatic semitone to the major 9th of the 
next chord, provided the 7th be not sounded together 
with the 13th (Chap. III. sect. 15) :— 



jj ii i i j i 



31. If the chord resolve upon a supertonic discord, the 13th must rise a chromatio 
semitone to the 5th of the next chord : — 



i^i i^^^) \ 4 k ^ 



m 



^^ 



3^ 



The ioNio Major 13th. 

32. A chord of the major 13th on the key-note may be taken, without preparation, in 
the major key only. 

33. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XI. sects. 51 and 57), with the addition of the major 13th. 

34. The 13th may resolve on the 5th or on the 7th, according to the same rules as the 
dominant 13th (Chap. XHL sect 18). 

35. The chord of the major 13th on the key-note j^ 
resolved upon a dominant diBCord; when the 13th may 
fall a 2nd, to the root of the next chord : — : 
or it may fall a chromatic semitone to the minor 9th of the next chord :-^ 

or it may remain to be the major 
9th of the next chord ; — 



jj i ] ni l 



^m 



^ J J. ^ J 
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CHAPTER XIV. 

CHOEDS OP THE AUGMENTED SIXTH. 

1. A Chosd of the augmented 6th may be taken without preparation, on the minor 6th 
of the key. . 

2. This chord consists of the minor 9th 
of the dominant with the major 3rd and the 
7th of the supertonic, — ^to which either the 
root or the minor 9th of this latter chromatic 
chord may be added : — 



i 



w 



fr-' 1 1^ If 



M-h \ ^ . 



m 



m 



-^ 



fe 



m 



-r — ^ 

3. This chord is resolved upon the common chord of the dominant or its first inversion ; 
or on the common chord of the key-note or one of its inversions ; or on an inversion of the 
dominant minor 9th ; or upon a supertonic discord.. The first two of these resolutions are 
those most frequently employed : — 



§(.\ d^\\'J Jl'Jl^il,^ ^ \ j jriJaji^il^ 




f f i f„r i ^ c i f ii ip i p [;i[!T 







4. The two notes which form the interval of the augmented 6th, must never proceed in 
similar motion with each other. With this restriction all the notes of this compound chord 
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proceed according to the roles for the treatment of the two chords, the notes of which are here 
combined (Chap. XI. sects. 12 to 28, and 38 to 43), Thus the lower note of the augmented 6th 
(the dominant minor 9th) may fall a 2nd to the root or the 5th of a chord ; or may remain 
as a Qth, when the notes peculiar to the supertonic are resolved ; or may rise a chromatic 
semitone to the 5th of the supertonic ;— 



i-4 ^ ^ij'^"' n^ "nJ' d i i n'i- u II 



fti ^"^r I I -if f^ II If r I I 'f ^'F=f 



the upper note of the augmented 6ih (the major 3rd of the supertonic) may rise a 2nd to 
the root or the 5th of a chord, or may fall a chromatic semitone to the 7th in the chord of 
the dominant 9th; or may remain as a 3rd when the note peculiar to the dominant is 
resolved: — 



gMH-^'^ " ^ 



i 



* 



^^F 



II j J : } f 



m 



^ 



m 



I 



W^ 



!2I 



<^ 



i 



the 3rd to the bass (the supertonic 7tii) toay 
fall a 2nd to the 3rd of the dominant; and, if 
doubled, may also rise a 2nd: — 



w 



fr^w i^rz^^ 



S 






i 



or may remain to be the root of the chord of the key-note ; and if doubled may also rise a 
8rd or a 5th : — 



\ i y-\- II r'c ^ ^m 






W 






^ 



HiQ 4th to the bass (the supertonic) may remain, or may rise a 2nd or a 4th : — 




^ff 



s 



iSz 



»J 



Si 



£ y. 



i 



the 5th to the bass (the supertonic minor 9th) may remain, or may rise a chromatic semi- 
tone, or (provided it proceed not in 5ths with the bass) may fall a 2nd : — 
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I I II I I ^ I I t.J J II I 



OI 



yf r i |i'fr--(^ »J-I^ l i 



5. The two notes which form the augmented 6th axe most rarely inyerted as a dimi* 
nished 3rd. The other notes of the chord may be placed in any position, and thus the 
cfford may have two inyersions, the last 
of which varies according to whether the 
root or the minor 9th of the supertonic 
be employed : — 



tf^j I tH I ^j y i^ ^ 



nw^. [ ip: \'^. b'p |i^ I I 



6. A chord of the augmented 6th may also be, but is much more rarely, taken without 
preparation on the minor 2nd of the key, with the restriction that, in the minor key, it may 
not be resolved on the common chord of the key-note. 

7. This chord consists of the minor 9th of the tonic, with the 3rd and 7th of the domi- 
nant, — to which either the root or the minor 9th of this latter chord may be added. The 
progression of all these notes is similar to that of the correspotiding notes in the chord of 
the augmented 6th on the minor 6th of the key : — 



tfj f^ rf i HH i n i J i J Ji JJJJ lL ii 



m 



i^^wUH}^ p i f f ffifi pi^ff ^^ ^ 



pljhxi j j n>j j j jhj,>j >j ^^ 



m\ fif f f f If J- J jiH f^^ 



p'^ j< Ju^ ^d M \^\^ ^ i !J+J -hr t 



,te^i|,^; ^i\^ p.j^, p fip f If, p ^1 V. II 
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CHAPTER XV. 

MODULATION. 

1. Ik the diatonic style, Modulatiqii is effected by any chord containing a note foreign 
to the key that is to be quitted. It is desirable that the chord which changes the key 
should be either one with its root in the bass, or a first inversion on the 2nd of the neW key 
(Chap. rV. sect 17). This passage — 






a i V. j J 



m fJ i r f'b^ i 



is therefore preferable to this one : — 



m 



^ i gi j tlUj^ 



US 



IZ3 



ICC 



:^ 



-^ 



J j\r\^r \ )^r ^ i \ ^ m 



1 



g 



:?=z= 



22t 



32: 



2. Great care should be taken in compositions in a minor key, not to confound this with 
the relative major by the employment of chords peculiar to the latter without completely 
confirming the modulation. Such confusion of keys occurs in these passages : — 



^4 >/ | i j J j i^^ 



ZEE 



3i^ = 



■^gr 



^^ f f l H b^TJTJ^l jMj^J^ 



but is avoided in these : — 



f jd i ij jiiijj»ju ii r f i fi f f f 



fi'H»i| l £. ll i>j JJ l L' i'f l 'r'",-'j^ l^ 



^ 



r 



3. In the free or chromatic style, it has been shown that certain chromatic chords may 
be employed, which, if they proceed to chords characteristic of the original key, induce no 
modulation ; on the other hand, change of key may be effected by any concord or discord 
containing notes foreign to the key that is to be quitted, either in the original position or in 
any available inversion. 
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4. Any of the chromatic concords of the minor or major key, approached as such, may 
be regarded as characteristic chords of a new key, and quitted accordingly. 



y|.'ij.>^J^J l j^ -l | j.i |[-|i||i|" l|iUiiJj||,|,ii|| 




ftj J>j i\ff\ ^dft"^W j j i jj ii \ i'^ ^ 




[iff i'i i J I J vJ i y^y4M^J ^f^rii& 



^^ 



p ■ 



r fir, 



P=3C 



r h" I !»■ 't 



E 



i 



^ 



5. Any major common chord may be regarded as the chromatic concord on the minor 
2nd, or as that on the minor 6th of the key, and quitted accordingly. 





r r rir J J J i f--^^ 



6. In modulating to the minor key of the 2nd of the original key, it is desirable (except 
the tonic of the first key rise a chromatic semitone to the leading-note of the second key) 
to have a chord containing the minor 6th of the key that is approached, before introducing 
the common chord of the dominant : — 



^fe^ifff^i'H i 'ff i ff ^f'r' i fF^fTNP 



y^-ma rj i .i i r ^ 



• P- 



^ 



m^ 



^ 



ifcat 
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^FE.''ffffiV'"fi' i fl f f il'iif Bif>. ff if^ 



en j3 | J J r j i j i i^r|i" 



# 0- 



i 



^ 



^ 



oi=3L 



7. The several chromatic harmonies of the sapertonic and the tonic having the same intervals 
as the harmonies of the dominant, any of these chords may be approached as belonging to 
either one of the three roots, and quitted as belonging to either of the other two ; thus the 
dominant of one key may be regarded as the supertonic or the tonic of another key, — the 
supertonic of one- key may be regarded as the dominant or the tonic of another, &c. 




^Mi li \ Ui \ ilJH[if \ iW 




i ^^ i l^-n i |ji'd ^ M i ^mv^ 



^ 



^^ 



^m 



^^^ 



w^ 



w=^ 




T^-tp 



e 



^ 



g^ 



ip 



i 



i^ 



1 



S 



8. The resolutions that have been described of the fundamental discords, prove them 
all to be available in any one key ; such resolutions, as regards the chords to which these dis- 
cords proceed in the same key, are to be considered the natural resolutions. I£ however, the 
several notes make their proper progression, each of the fundamental discords may proceed 
to some chord out of the key, and so be resolved in a diflFerent key from that in which it is 
approached. The proper progressions of the notes of the fundamental discords are as follows : — 
The 3rd must jrise a 2nd, or remain, or fall a chromatic semitone : — 
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The 7th must fiaU a 2iid, or remaiii, or rise a dhiomatic semitone : — 



M 



iJU-|U-|"i%" ^ 



! J J I J J I I , 1 , J j^pi 



The minor 9th must fall a 2nd, or remain, or rise a chromatic semitone : — 




The major 9th must fall a 2nd, or remain, or fall a chromatic semitone : — 




The 11th must remain : — 



r' i J I r f I 



The minor 13th must fall a 2nd, or remain, or rise a chromatic semitone :— 




) f II )ft)'y I 'f^ ^^pL 



^ 



I ■ 



* 



^m 



The major 13th must fall a 
2nd, or remain, or fall a 
chromatic semitone: — 



\ ^f^^^y I I iw^^ 



m 



^ 



=F=F 



TTTT^ 



9. Modulation may be made from a key with flats to a key with sharps, or the reverse, 
by the enharmonic change of notation. 

10. The inversions of the chord of the minor 9th (in which the root must be omitted), 
may, according to the notation, belong to either of four roots : — 
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Each of these four loots may be a donuxiant^ a sapertoniCy or a tonic^ and may so belong to 
either of three major or minor keys. This one combination may thus by enharmonic change 
of notation induce a modulation to any of the twelve major or twelve minor keys :—^ 



?ftJjj l ,' ll JJ>Jj l > ^l Hini:iHJJ^ 



h})}]\''. ^)}]\'' ^)))\^ 1^ 



^ 




■'''^•)\M^ i i ifVffij-|.iiiff(n: ii Flf ^ 




) e^j^f i »^ ii F<i:| , f i^ii|i| [i' fr ii| ^^ ^ 




i^F^FTT^'%tftt}i ii'' iir^f>i'i'i::i i F^fy m 




iHJ i ljiuHJ'^J i ^^ ii JJ'li i j;:^ 



i iplfp^ i lr i ifjjd^t.; i iplfifji^-i 



11. Any note of a fundamental discord may remain to be any other note <rf any other 
fundamental discord ; that is, the root of an unprepared chord of the 7th may remain, to hi 
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6^ 



the 3rd, or the 5th, or the 7th, or the minor 9th, or the major 9th, or the 11 th, or the minor 
13th, or the major 13lh of another chord : — 



' jliJU ' i^ i i l U ll iJ l ii ^i i l J I IiJI^^ 



■^f^- 



K'?j.i|jjtrir i r 1^ 



m 




r n M I I ^ J i-j^ji^rji 



\ ii > l ii^j ,iA ' -T"i IU'j>,J'j l .^ ^ 



inr^ 



i 



m 



^ 



» 4 



and the same is the case with the 3rd, the 5tii, the 7th, &c. 

CONCLUSION, 

The student is ifecommended habitually to analyse music by the rules given throughout 
this book, which is designed to be a guide in the best field of study, — the music of the 
greatest composers* 



K 
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PROGRESSIVE EXERCISES, 

DESIGNED AS MODELS, ACCOEDINQ TO WHICH THE STUDENT SHOULD 
CONSTBUCT OTHERS OP HIS OWN. 



Chafteb L to Seotioh 15. 

The student should construct seyeial tables of intervals, reckoning the intervals from 
other notes, as, in the table given in this chapter, they are reckoned from C. 

ExEBCiSE OK Iktebvals. — The student should mark over each interval its name and 
quality (as major 2nd, perfect 5ih, &c.) and the number of semitones it contains. 



j^j J l j hJl ji J l J ti| J ^J l H l T M t ^ m 




Ohaptbb n. TO Section 13, 

The student should construct scales in several major keys, marking no signature, but 
placing the sharps or flats before the proper notes, so as to induce <he correct arrangement 
of the notes ivith reference to the key-note, and the omsequenlly correct positicm of the 
semitones and tones ; thus — 

i 



^ 



* 



J 



^^ 



Chapter IV. to Section 9. 

Exercises to be written in four parts and in score. 
Explanation. — ^Each bass note is the root of a con^mon chord, 
1. 



^ 



i: 



ffc 



^ 



-rd- 



^ 



±: 



ZZ31 



^ 



^^ 



:?2 



^ 



izz: 



^ 



-«?- 



:?= 



E£ 



niS 



3. 



&h"- r n 'I ^ 



J f' l ^ ,]\'f . 



TT- 
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Chaptsb n. TO SscnoK 19* 
The stodent diould wiite scales in seveial minor keys^ mskrhrng the sigDAtnre of the 
relative major key, and placing the accidental sharp or natural before the leading-note 
where it occurs ; thus — 



jji> J j J J J ^^ 



Chaptbb IV. TO SEonoH 13. 

SxBBCiSES to be 'written in four ports and in soora 

!ExFiiANAtiON. — ^A natural, sharps or flat orer or under a bass-note signifies that the 
3rd of socb note^is to be natnnJ, sharp, or flat, and to be so marked m the part where 
it occurs. 

1- -e^ _ ^ _ . _ IS- . _ n t» . 



e-bij^c ' 



^ 



i^- 



nzr 



DSt 



32 



2. 



fe^t^ i 'i'. V f 



I .M l M l , I ^ |=i 



zz: 



3. 



^^^m^r-f 



J r 1^ Jl J 



-^ 



rz3 



Ohaptbb IV. TO Sectioh 20. 

ExEBCiSES to be written in four parts. 

Explanation. — ^When the figure 6 is marked over or under a bass-note, it signifies that 
such note bears a 1st inversion. 
1. «' « e 




=?=2= 






i=r^ 



I I 'I I l| II 



Chapteb IV. TO Section 25. 

Explanation. — ^A sharp, flat> or natural, before any figure, signifies that the note repre- 
sented by such figure is to be sharp, flat, or natural ; thus, tl6 over D signifies that B natural 
is to be written as the 6th of D. 

1. t}6 6 6^ tj _ tie e 6 B t| 

K 2 
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a « $ 6 tt« 



f^ ^ vr^z 



^ 



t: = 



:?= 



^ , ^ - 



ict 



22: 



:^ 



Qa 



€W<^ 



=?si 



' — s; 



=?2= 



^ 



^ 



=2Z 



Chapteb rv. TO Section 31. 

ExPLAJf ATION. — The figures J over op under a bass-note, signify that such note bears a 
2nd inversion. The figures J are employed to contradict any previous figuring on the same 
note. Two sets of figures over one bass-note, signify that the time of the upper parts is to 



be divided between the two chords indicated by such figures. 

1. 6 6^66466 

4 6 4«48j^-8. 466 



^^ 



*: 



=P2= 



i 



^ I r - j p I (^ I I 



^ 



:?=z= 



le^ 



^ 



=z=z: 



:t 






^^ 



6 
6 4 



6 6 
4 8 e 



m 



6 » ft 4 



6 
6 * 



=?=: 



s 



^ 



^ — *■ 



:f=t: 



3. 



^^ 



6 6 
4 8 



6 

4 6 



ft 6 
4 8 



m 



=P2= 



^ 




/^\aJt t ^=> 



4 



^ 



^ 



^ 



3=t: 



ICZ 



Chapter V. to Section 5. 

The student should write exercises of his own on common chords and 1st aud 2nd inver- 
sions, introducing examples of dominant and tonic pedals ; and in exercises on subjects 
subsequently explained, it will be desirable also occasionally to exemplify the^^mployment 
of pedals, 

Chapteb VI. to Section 5. 
The student should write exercises on ascending and on descending sequences ; at first 
making the original progression consist of two chords ; afterwards mating the original pro- 
gression consist of three or more chords. 
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Ghaptbb VTL to Section 3. 

lExEBGiSES on passing-notes, some of which are in the bass, and others should be intro- 
duced in the upper parts when they can be properly approached and quitted. 

Explanation. — ^A line over or under several notes, signifies that the chord belonging to 
the first of such notes is to be retained or repeated so long as the line continues. A line 
drawn from any figure signifies that the chord or the note in a chord, indicated by such 
fignre, is to be retained so long as the line continues. 

1. 



ti'b"c r r r r 



r r f I ^ f r ■! I ^^ 



zai 



^ 



6 6 
4 8 



1 



:?2= 



S 



rn^H' r r 



=s=^ 



^ 



-c±: 




Ohapter II. Sections 20 to 23. 

• The student should write the arbitrary minor scale in several minor keys, marking the 
signature of the relative major key, placing the accidental sharps or naturals before the 
6th and 7th in ascending, and contradicting these in descending ; thus : — 



#^ ^ J. J ^ -rihP^-^^^^ J J J J. p 



Chapter VII. to Section 5. 




Chaptee VII. Section 6. 



8 6 
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Chapteb YIIL SscTioir 6* 

ExPLANATlOK. — ^The figoies 9 8 signify the sospensioxi of the 9th and its resolution ; 
the part that contains which must have two notes equivalent in time to the longer notes 
of the three other parts. 



^^ 



6 e 9 8 



?2= 



6 8 8 8 8 8 8 



8 



321 



^ 



r^u-i 



i 



Z-t 



ZOO 



"7?" 



Chaptbb Vm. Secjtion 7. 

Explanation. — The figures 7 6 signify the first inversion of the suspended 9th and 
its resolution. 

7 8 7 6 7 8 8_ 7 8 T 6 7 8 «, 9 8 



wdi r J I ^M ^ I 



T 



T 



2z: 



-Trr 



~irr 



:?=* 



u^i r r ^ 1 " ^ 



« » 78 78 78 78 



77sr 



^P 



9 8 



-&-' 



-rr 



-«?- 



Chapteb VIII. Section 8. 

Explanation. — The figures ^^ signify the second inversion of a suspended 9th and 

its resolution, the line from the 6 denoting that the note indicated by this figure is to be 

retained while the 5th proceeds to the 4th. 

5 «e— 



^V^r. r ^ 



5 4 



rj yXrf . ^ 



6 

8 8. 



6- 
5 4 



J I ^ vlf 



6 4 



X 



=P2= 



321 



-^h 



ffi 



7 8 



^ 



6 4 



5 4 



"Tar 



^m 



321 



^ r:^ 



-^^- 



^ 



3Z 



221 



Chapteb Vin. Section 9. 

Explanation. — ^Thc figures *ZZ signify the last inversion of a suspended 9th; and the 
lines drawn from these denote that the chord is to be retained until the resolution of the bass on 
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the next note. The figiues 4 — signify that the root of the chord is to be inclnded in the 
npp^ parts. 



6 S 16 8 8 6 8 



78 88 66 78 86 



fe4^r r-ff r J i r r r-^' r J U r rif- ^ 



^ « « .•."•. • 8 



fc^r f f J-i-^^ 



6 ? 
8 4 



^ 



8 4- 
6 4 9- 



i 



^sg 



<1> ^ 



• 8 



I ^ 



a 8 r B S8 76 98 B4 



i 



8 8 



r TiT u 



7 8 



=P2= 



> gj 



Chapteb Vni. Sectiok 10. 



Explanation. — ^The flgares 4 8, or « 89 signify the suspension of the 4ih and its 
resolution. 

. 8 8 6 

848 8 ^48788 « 48^ * — 4 8 4.8 tJi 4 g 4 8 8 



. 8 4 8 8 .48 788. 8 4 8 . ^ — 4 8 4.8 tJi 4g 4 8 8 

i-h'.ifw fJif JM Jj i " J::r i r c i r'J i frrrM i i 



Chapteb VIII. Section 11. 

Explanation. — ^The figores J_? signify the first inyersion of the suspended 4th and its 
resolution. 



9 8 9 8 8 
1,6 6 8 H 76 



gwH r (' i r r I f- f r 



» 8 
H 8 lie— 7 8 9 8 



"gr- 



i gl =?3= 



i 



4 1) 



9 8 
• 7 6 8 7 l?e 6 



9 6 4 ll 



^ 



-^ 



=?= 



^ 



Chapteb VIIL Section 12. 

Explanation.— The figures l_l signify the second inversion of the suspended 4th and 
its resolution. 
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Chapteb Vm. Sectiok 13. 



Explanation. — ^The figures |3I signify the last inversion of the suspended 4tli ; anc: - 
the lines diawn from these denote that the chord is to be retained until the resolution o:.n 
the bass on the next note. 



i^B 



^ 



6- 



6- 



P I F •- 



12^ 



gg 



7 6 



6 6 7 6 



6 6 
4 8 



pi J J J I J m 



:r±L 



• ' cJ 



Chameb Vin* Section 14. 



Explanation. — ^The figures 5 6 signify the suspension of the dissonant 5th and its 
resolution. 

1- tt6 its 6 6 6 6 ' 9 8 tt j^S 6 9 8 4 » 
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?2I 



s 



-^ 
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f r i fr^ 1 ^ I r i^ 



-^h- 



IZ2 



6 6 9 8 4 8 




Chapteb VIII. Section 16. 
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9 8 
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9 8 6 
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6 6 6 6 4- 
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^S 



Chapteb VIII. Section 17. 



tfe ^5 6 98 66 98 6 
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6 6 4 
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Chafteb VnL Section 18. 

ExFT^AKJunoK. — lines drawn from one note, or from the fignring of one note, to a second 
^ signify the sospension of the chord belonging to the first note, over the second ; the 
%iire8 tkat follow such lines, signify the resolution of the chord. 



1. 
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t'^'lj. J J J J 



e D 
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Chapteb IX. TO Section 4. 

Explanation.— The figure 5 with a J or |l before it, and no figure after it on the same 
note, signifies the essential discord of the augmented 5th. 

« ffS 6 6 i» 6 #6 «6 



»6 



4 « 



(£: r . 



3^ 



^ 



Chapteb IX. Section 5. 

' Explanation — ^The figures J or * over the dominant, signify the first inversion of the 
augmented 5th. 

B O V O 

6 « 6 " ■ 8 4 » 6 
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Chapter IX. Section 6. 

Explanation. — ^The figure 5 on the third degree of the major key, denotes the necessity 
to prepare and resolve the dissonant 5th. 

e e 



fr^H r f r I r ^ 



i 



^ 
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m 
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7 .6 e e 6 



6 6 6 
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e • 



^ ff |» f 
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Chapter X. to Section 3. 

Explanation.— The figure 7, with no figure after it on the same bass-note, signifies 
that the bass is the root of a chord of the 7th. 
1. 



g^i <\. A ^ I g 
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^==P2= 
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1^- 
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6 7 



• -s 



Chapter X. to Section 5. 

Explanation. — ^The figures % signify that the bass bears the first inversion of a chord of 
the 7th. 
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Chapter X, Sbotion 6, 

ExpLANATioK. — The %ure8 J or 4 edgnify that the bass-note be^*s the third inversion 
of a chord of the 7th. 
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Chapteb X. Section 7. 




Chapter X. Section 8. 




Chapter X. Section 9. 
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Chapter X, Section 10. 
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Chapter X, Section 11. 
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The student should write a series of short exercises of his own, exemplifying the chords 
of the 7th and their inversions on every note of the key ; each exercise to begin with the 
chord of the key-note, introduce the discord to be exemplified, and end with a fiiU close 
(Definitions, Section 20). To ensure the completeness of this series, it is desirable that the 
first exercise should exemplify the chord of the 7th on the key-note ; the second exercise, 
the first inversion of this chord; the third exercise, the last inversion;^ these should be 
followed by examples of the 7th on the second of the key, the third of the key, &c., through- 
out the scale ; and where a chord of the 7th cannot be used in its original form, its available 
inversions only should be exemplified. The following are models for such series of exercises 
in the major and the minor key. 



7th on the Key-note. 
1. 
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7th on the Supbbtonio. 
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7th ^RTiTH Dissonant 5th on the Mediant, 

7 



t^ ^ j^ I r' 



± 



-nr 



7th on the SUBDOmNANT. 



i m 



z£: 



r^ r^ 



:^=^ 



7th on the Dominant. 

1- 7 
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j^ 
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^ 



4 
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7th on the Submbmant. 
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22: 
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m^^ \ A J| g 
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6 4 8 
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^^^^^^ 
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7th on the Leading-note. 

4 



7th on the Sttpebtonio. 
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rJ r J 
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7th with IkSSONANT 5tH ON THE 'SxTPERTONTC. 

6. J L 



£41,<UU|^ 



7th on the Mediant. 
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rJ rJ 
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7th with Dissonant 6th on the Mediant, 




3. b 



7th on thb Sttbdomihant, 



e ! "<! *" 



^=2= 



g 
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I 



7th on the Dominant. 
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7th on the Submediant. 
1. :s: — : 7 7 l» 
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Chapteb X. TO Section 16. 

Explanation. — ^The figures |, or 4, gignify that the bass bears the second inversion of a 
chord of the 7th. 
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Chapteb n. Sections 24 to 27, 

The student should write chromatic scales in several minor keys, .marking the signature, 
and placing the accidentals before the notes that require them ; thus : — 




^^ 



Chapteb IV. Sections 32, 33. 
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The student should write chromatic scales in several major keys^ marking the signature, 
and placing the accidentals before the notes that require them ; thus : — 



^^'^ J J ,| j bJ ^J J iiJ f tt'tV r r*! ft rnJiJ j^j jj p g 



Chapter IV. Sections 34, 35. 
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Chapteb XI. to Section 10. 

Explanation. — ^The figures J, or 7 when the 5th is a discord, denote that the bass is 
the root of a chord of the 9th. The first inversion of a chord of the 9th is figured like the 
original position of a chord of the 7th ; the second and third inversions of a chord of the 9th 
are figured like the first and second inversions of a chord of the 7th; the chord which 
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follows shows whether the chord is to be regarded as an inverted chord of the 9th, .or as a 
chord of the 7tL 



^ 



r I r r r i ^ 
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r r "^ 
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The student shoald write a series of short exercises of his own, exemplifying the chords 
of the 9t]i and their inversions on every note of the key, upon the same plan as those 
exemplifying Chapter X. to Section 11. The following will serve as models^ 

9th and 7th on the Eet-note. 
1. » 



m '-J r I '^ ^ 



:?2= 



2. 6 7 7 

(fl-^ J J I |-^ F I ^ r 



122= 



321 



3. 
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^L-^ 
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i 



^ 



P 



9th and 7th ok the Supxbtonic. 
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4 8 



^ 



^ 
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1. . f 
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Z2I 



^m 
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4 
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4 
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9th and 7th on thb SubDominant, 

1 6 

6. 6 
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^ I g r - ' 



^S 
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9th and 7th on the Dominant, 
1. ® 
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9th ahd 7th oh the Subhsdiant, 

1» 7.8 



^^ 



^IJ J\,, l l tf<i 



^ 



m 



1^^!==, 



-JO. 



fli I rJ 



3, 



^ 



« e 9 8 



4. 



7 6 
6 



6 — 4 8 
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py I Q 



^ 



r - ^ I r^ gy 



?2C 



:^=t 



IZ2I 



DSC 



e 



9tR and 7th on the LsADINGhNOTE. 




1. 



?b'f.<^ r] ^J I rJ rJ I ^ 



9THy 7th, and Dissonant 5th on the Supebtonio. 
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9th, 7th, and Dissonant 5th on the Mediant. 
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9th and 7th oh the Dominant. 
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Chapteb XI. Section 11. 
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tie 

4 

e 9 
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s 



7 g 



6 6 

4 tl 
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Chapteb X. Seotions 21 to 27- 
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Chapteb X. Sections 28 to 34. 
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9 8 

7 

tf 



Chapteb XL Sections 16 to 2L 
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6 4 
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8 fl 
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221 



2. 

# <g*3 J J *! 



il9 8 
7 



l]7 6 



8 

tl6 4 

8 — e 



^m 



J M i ^ 
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=^ 
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e — 

H8 a 



Ip 



^ 



jci: 



Chapteb XI. Sections 22 to 24. 

Explanation. — ^When the figures are not ranged^ as is usual, with the higher numbers 
above the lower, but have occasionally a lower number above a higher (as s above J), these 
figures signify the notes to which those notes should proceed, that are indicated by the 
figures ranging with them on the same or the previous bass note ; thus in the first bar 
of the next exercise, the 9th of F proceeds to the 3rd^ and the 7th remains. 
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Chapteb XL Section 25. 
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Chapter XL Sections 26 to 28. 
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Chapteb XI. Sections 29 to 34. 
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Chaptbb XI. Sbotions 36, 37» 
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Chapteb XL Sections 88 to 43. 
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Chapteb XI. Sections 44 to 49. 
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Chafteb XL Seotiovs 50 to 55. 
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Chapteb XI. Sections 56 to 60. 
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CfiAFTEB Xn. TO SeCTIOK 10,* 
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Chapteb xn. Sections 11 to 15. 

N.B. — ^It is desirable, when the llth bas been resolyed cm the 5€h of the same rooty 
that the melody, at the next change of harmony, return not to the note which was the 
llth^ and which, as the discord, was so prominent that its repetition in the melody of the 
same part would induce an effect of monotony. 
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* See Explanation, page 83. 
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Chapteb XIL Sections 18 to 23. 
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Chapteb XIIL to Sectiqn 6. 




Chapteb XTTT. Section 7. 



m*firr\^^-^ 



8 ft ^ 7 ft 7 4 8- 



8 8- 



7 Hh 



r-f : \rr 



3*^ 



^m 



Digitized by 



Google 



PBOGBESSIYB EXEBOISES. 



89 



Seotions 9 to 1L 




Explanation. — ^The ISth^ when resolyed on the major 3rd of another root, is here 
written as an augmented 5th to the root ; the roles against false relation, however (Chapter 
IIL Sections 20 to 24), and every other law for its treatment, refer to the note by its real 
name, and not by the name under which, in deference to frequent practice, it is here 
written. 
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Chapteb XIII. Section 12. 
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Chaptbb Xm Section 13. 

Explanation. — ^Whatever figures are employed to indicate the I3tibi and the 7th in the 
inversions of this chord, and however these figures are ranged, care must be taken to place 
the 13th above the 7th in the distribution of the parts ; thus in the second bar of the next 
exercise the |? 4th (t 3rd) of B should be placed higher in the harmony than the 5th of B. 
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Chapteb XTTL Section 14. 
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Chapteb XTTT. Section 15. 
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Chafteb Xin. Sections 16 to 18. 



mm 



18 6 

7 7 
9 8 



b7 7 
6 6 6 
4 4 8 



9 8 
6 B 
4 4 



f' p r r 



e 



2 S 

9 fl 



rrrr i rr r 



8 8 



^ 



^ 



-r-r 



^^ 



Chapter Xm. Sections 20 to 25. 
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Chapter XTIL Sections 26 to 28. 
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Chapter Xin. Sections 29 to 31. 
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Chapter XTTT, Sections 32 to 34. 




Chapter XTTT. Section 35. 
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Chapter XIV. to Section 5. 
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Explanation. — ^Whatever figures are employed to indicate the two notes which form 
the interval of the augmented 6th in the inversions of the chord, and however these figures 
are ranged, care must be taken, in the^ distribution of the parts, that the notes stand at the 
interval of an augmented 6th from each other, not at that of a diminished 3rd ; thus, the 
} 5th of C should be placed higher in the harmony than the |? 6th of C. 

n2 



Digitized by 



Google 



~ ^.^ - -^a g ^l^.^-^ 



PEOGRESSIVE EXEECISES. 



3. 



6 
ft4 



^ 



r-Jt 



6 

S4 



^ 



be 



r- 8 



B 2 



«2 



=?2Z 



3i: 



4 
8 



^S 



«6 



»6 
4 
8 



*»! 



S6 
P 8 



be 

HA 



be 



3i: 



^JI* 



anus 



f 2 b, .,. fS «S 1* J 








,*• "» » #» • .» * . K! 1.2 Ir2 S^ . -r . 


C^(!-;->. l|* If 


^ 


1.. 


r r r 


= 


r T 1 1 1 


zi 


L^ ' 


"^^^ 


I 




















L 



n 

8 



^ 



6 
8. 

HZ 



4 bs t|9 

I 8 I 8 4 



«e 



s 



^ 



"?sr 



Chapteb XIV. Section 6. 




Chapteb XV. 

The Student should write Exercises on Modulntion of his own, illustrating the several 
rules iur this chapter. As the object of such exercises is to practise the art of passing fcom 
one key to another, there can be no further model given for them than the examples in this 
chapter, which would leave any discretion to the fancy and invention of the writer. The 
end of study is not to fiU. up the chords upon a given bass/ but to invent harmonic pro- 
gressions ; and enough has been already shown to enable the student thus to prove his 
talent* 
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